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 Focusing on a period roughly from 1865 to 1900, this dissertation utilizes close 
readings of paintings, illustrations, photographs, and other material culture to provide a 
lens on the rapid political and cultural transformation of the final decades of the Kingdom 
of Hawai‘i. Visual culture played a key role as a coercive tool as postbellum planters and 
industrialists who eyed Hawai‘i as the first Pacific outpost in an overseas American 
empire developed a colonial rhetoric that obscured Native authority and visibility and 
touted the “inevitable” extinction of the Hawaiian race. However, many images from this 
period which appear to illustrate Hawai‘i’s docility in the face of American supremacy do 
not fall as neatly into this simple interpretative framework as we might initially assume. 
For instance, this project observes how figures such as Queen Emma and King David 
Kalākaua refused to accept the threat to their sovereignty as they themselves leveraged 
visual culture in resistance to American imperialism. 
Chapter One analyzes photographs of Queen Emma as reflections on both 
Victorian mourning culture and Emma’s political ascendency from 1865-1885. Chapter 
viii 
 
Two explores paintings of early Maui sugar plantations by Enoch Wood Perry, Gideon 
Jacques Denny, and Joseph Dwight Strong as lenses on questions of slavery, Asian 
contract labor, and annexation. Chapter Three provides a close reading of the anti-
annexation critique in Mabel Clare Craft’s illustrated book Hawaii Nei alongside the 
visual and literary production of other women who depicted Hawai‘i in the years 
surrounding annexation. Chapter Four jumps to the mid-20th century as it examines the 
painted portraits of late nineteenth-century Hawaiian royalty created by Fredda Burwell 
Holt alongside key works of literature by her husband, John Dominis Holt, a leading 
voice of the “Hawaiian Renaissance” that emerged in the 1960s following the resolution 
of Hawaiian statehood. 
Overall, this dissertation embraces its case studies as necessarily multivalent and 
open-ended as it resists the tendency to craft a narrative in which primitive indigeneity 
meekly yielded to the unstoppable barrage of American imperial pressure. Together, 
these chapters navigate a material landscape of nineteenth-century Hawai‘i that was 
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A Note on Language 
 
 Words in Hawaiian in this text are not italicized, in recognition that Hawaiian, 
like English, is an official language of the state of Hawai‘i. However, when words or 
phrases are directly quoted from historical sources that italicize Hawaiian terms or omit 
diacritical marks, I have transcribed them as they appear in the original.  
 The meaning of “Hawaiian” can be confusing in regard to the nineteenth century, 
as the term sometimes described people of Indigenous background, but more often 
referred to legal citizens of Hawai‘i of any ethnic identity, including naturalized white 
foreigners. Thus, at moments when it is particularly important to clarify questions of 
ethnicity, this text specifically refers to those who traced their ancestry back to the people 







Art Against Docility 
 
In 1884, former New Englander Benjamin F. Dillingham founded Honolulu’s 
Pacific Hardware Company, purveyors of essential items for the well-appointed 
Hawaiian home. After inspecting a variety of plows, hydraulic lifting jacks, and kerosene 
stoves, shoppers at Pacific Hardware could turn their attention to an enticing display of 
oil paintings and watercolors depicting pristine beaches, lush tropical vegetation, and 
picturesque Native life (Fig. I.1). Viewing fine art next to farm supplies was hardly out of 
the ordinary in a small town like Honolulu, and in late nineteenth-century Hawai‘i, 
agriculture and art were inextricably linked. Seemingly benign images of what was 
broadly referred to as “island scenery” took on a powerful role as an increasingly 
influential class of haole—foreign—planters and industrialists developed a colonial 
rhetoric that justified their desire to cultivate Hawai‘i as the first Pacific outpost in 
America’s overseas empire.  
This dissertation begins roughly in 1865, when, following the chaos of the Civil 
War, Americans like Dillingham turned to the independent Kingdom of Hawai‘i as a 
supposed tabula rasa that they hoped to transform into a gem of industry and hospitality. 
During the decades preceding the overthrow of Queen Lili‘uokalani in 1892 and the 
official declaration of Hawai‘i as a US territory in 1900, American boosters leveraged a 
wide variety of visual material as they impeded Native Hawaiian economic influence, 




of images that shuttled between Hawai‘i and the US, whether in the form of large oil 
paintings or palm-sized cartes de visite, they harnessed Western romantic and economic 
desire. They suggested that American intervention was merely a natural step in a longer 
evolutionary process in which white Anglo-Saxons would supplant an allegedly lethargic 
Native Hawaiian race that was already purported to be on the edge of extinction. The 
island scenery sold at venues such as Pacific Hardware conveyed such a message as part 
of a broader visual landscape that linked Hawai‘i and an international audience of media 
consumers. Consider, for instance, an advertisement for Pacific Hardware that appeared 
in William De Witt Alexander’s celebration of annexation, History of the Later Years of 
the Hawaiian Monarchy and the Revolution of 1893 (Fig. I.2). Perusing this work 
following its 1896 publication, readers could examine Pacific Hardware’s fine premises 
alongside those of other booming businesses such as the Oceanic Steamship Company, 
Oahu Rail and Land Company, the Hawaiian Electric Company, or James Steiner’s Elite 
Ice Cream, an ice cream parlor-cum-curio shop (Fig. I.3). Altogether, the mélange of 
images dispelled the myth of the Islands as a remote, untouched Eden by drawing 
attention to the plethora of resources for improving the soil, doing business, beautifying 
one’s home, and indulging in leisure time in Hawai‘i. Here, the process of polishing 
Hawai‘i into the first jewel in the crown of America’s Pacific empire was already well 
underway and could not be halted.  
 Such a narrative of the inevitability of primitive indigeneity yielding to the 




regard to Hawai‘i’s nineteenth-century history.1 Describing Hawai‘i’s looming 
annexation in an 1897 article for the San Francisco Chronicle, reporter Miriam 
Michelson embraced the drama of such a contrast, declaring that “It is the old battle—the 
white man against the brown; might against right; strength against weakness; power and 
intellect and art against docility, inertia and simplicity.”2 Even as she drew readers’ 
attention to Native Hawaiian protests of annexation, noting that most considered it an 
“abhorrent” injustice, she still assumed that the course of white progress was 
unavoidable. Accordingly, she poised Hawai‘i as primitive, innocent, and meek, and 
attempted to elicit pity for a Native people whose naive attempts to cling to self-
government paled in contrast to the robust political machine of the ruthless, sophisticated 
West.  
As scholars such as Stacy Kamehiro and Carla Manfredi have recently articulated, 
the tendency to assume Hawai‘i’s passivity as it faced Western imperialism is an 
erroneous vestige of colonial rhetoric created by texts such as Alexander’s or 
Michelson’s that stands to be corrected.3 In her analysis of the public art created under 
                                                        
1 Stacy Kamehiro, The Arts of Kingship: Hawaiian Art and National Culture of the Kalākaua Era 
(Honolulu: University of Hawai‘i Press, 2009), 9.  
2 Miriam Michelson, “Strangling Hands Upon a Nation’s Throat,” San Francisco Call, September 30, 
1897, 1-2.  
3 Kamehiro, 9, writes: “The language of coercion and domination, fatal attraction, and naïve acquiescence 
does not satisfactorily characterize cultural change and exchange in Hawai‘i or other colonial cultures…To 
adopt this view is to ignore Native Hawaiian subjectivity and agency in the discourses that characterized 
national and international relations of the period and risks blindness to, or misunderstanding of, 
articulations of resistance.” See also Carla Manfredi, “Robert Louis Stevenson’s and Joseph Strong’s ‘A 
Samoan Scrapbook,’” Journal of Stevenson Studies 12 (2015): 23, which proposes that Joseph Dwight 
Strong, a key figure in the third chapter of this project, created “subversions of the critical narrative that 
constructs a passive, available, indigenous subject, and one who was compliant under a Euro-American 




King David Kalākaua (r. 1874-1891), Kamehiro has shown that the king used a hybrid 
visual language to promote a national Hawaiian culture that responded to both the 
internal crises precipitated by the political fissures within his existing government as well 
as to the external pressures of Western imperialism.4 Following in this vein, this 
dissertation characterizes American visual culture as a coercive force that operated as a 
tool of a nascent imperial agenda, but it also attempts to avoid a totalizing lens that 
suggests an overly simplified relationship between Hawai‘i and the West. Many of the 
images from this era which appear, at first glance, to be incontrovertibly pro-imperial 
illustrations of Hawai‘i’s docility in the face of American supremacy do not fall as neatly 
into this interpretative framework as we might initially assume. For instance, as Chapter 
Three considers the work of a figure like American newspaper reporter Mabel Clare 
Craft, it suggests that Craft’s readers must sift through layers of a paternalistic conception 
of “inherent” race-based characteristics that echoed arguments typically made by those 
who favored annexation, but which ultimately arrived at a staunch anti-annexation 
conclusion. So too does this project complicate its interpretation of the visual production 
of foreign painters, photographers, and writers in Hawai‘i with consideration of the ways 
in which figures such as Queen Emma and Kalākaua participated in the visual culture of 
imperialism. They refused to submissively accept the threat to their sovereignty as they 
themselves leveraged—to rephrase Miriam Michelson’s words—“art against docility.” 
 
 
                                                        






As a study of the cultural production of American imperialism, the methodology 
of this interdisciplinary project resembles previous American Studies scholarship such as 
that of David Brody and Amy Kaplan.5 In particular, it builds upon both Brody and 
Kaplan’s observation that the colonial Pacific became a space in which white Americans 
reflected upon domestic anxieties related to racial hierarchy, miscegenation, and 
immigration.6 In this light, I propose a lens that considers Hawaiian objects as part of a 
geographically broad nineteenth-century visual landscape of both fine art and popular 
imagery; such an approach seems especially warranted given that the foreigners who 
produced this material, whether amateurs or professionals, were largely temporary 
visitors who stayed in the Islands for only a matter of months or a few years.  
 Although this work is multidisciplinary in nature, it primarily employs object-
centered analyses and case studies in order to create a social-historical portrait of late 
nineteenth-century Hawai‘i. I demonstrate that these images did not exist in a vacuum—
as they appeared in or were described by the popular press, touristic guidebooks, 
children’s literature, or the World’s Fairs, they formed a foundation that enabled 
Westerners to visualize the distant and previously mysterious Pacific. It is still likely that 
many nineteenth-century viewers appreciated these images on mostly an aesthetic level, 
as escapist representations of exotic paradise or as briefly entertaining souvenir trinkets. 
                                                        
5 See David Brody, Visualizing American Empire: Orientalism and Imperialism in the Philippines 
(Chicago: University of Chicago Press, 2010) and Amy Kaplan, The Anarchy of Empire in the Making of 
US Culture (Cambridge: Harvard UP, 2002). 




Nonetheless, such a fact does not negate the ways in which these depictions of Hawai‘i 
and its people rendered visible the complex racial, economic, and political 
rationalizations that precipitated annexation. Indeed, this dissertation embraces Hawai‘i’s 
nineteenth-century visual culture as necessarily multivalent and open-ended. These 
objects lend themselves to a multiplicity of interpretations from both the perspective of 
those who viewed them at the historical moment of their creation as well as by the 
present-day scholar attuned to postcolonial hindsight. 
While I attempt to balance visual sources with documents from the English-
language textual record where possible, I do choose to present several arguments through 
a process of formal analysis that cannot be substantiated or “proven” by extensive written 
documentation. In doing so, I submit the capacity of the visual to provide an alternative 
but no less legitimate mode of expression. Consider, for instance, a figure such as Queen 
Emma. Although Emma was highly educated and articulated her opinions frequently and 
eloquently through writing, as a widowed, non-white female in an ambiguous political 
position, it seems possible that she could have attempted to further express herself using a 
means other than words in an attempt to capture the attention of those who may have 
overlooked or discounted her written voice.  
Several of the key examples discussed are well-known within the canon of 
nineteenth-century Hawaiian objects and images and are relatively accessible for public 
viewing at venues such as the Bishop Museum, the Honolulu Museum of Art and the 
Hawai‘i State Archives. Many of the images might be familiar to even the casual student 




and provide stock imagery for placards at historical sites (Fig. I.4). However, as a whole, 
nineteenth-century Hawaiian material culture has been understudied.  As “visible” as 
these objects have been, few have specifically been the focal point of scholarly studies as 
objects of primary scrutiny. By placing the objects at the center of its analysis, this work 
hopes to reinvigorate a material culture that has often fallen prone to static interpretation 
or use as casual illustration.  
From the outset, I recognize an obvious limitation of this project, that is, the 
paucity of sources written in the Hawaiian language. Although this dissertation references 
occasional translations of Hawaiian newspaper sources, the vast majority of the body of 
Hawaiian language material remains beyond my linguistic reach. It is a key 
methodological weakness that is far too common to works of Hawaiian history and one 
that detracts from the study of the nineteenth century in particular, especially given that 
widespread literacy during this period led to a flourishing written culture among Native 
Hawaiians.7 In particular, Hawaiian-language newspapers remain an underused source of 
information; as Helen Geracimos Chapin has demonstrated, it was in the second half of 
the nineteenth century that Native publications became a key locus for resistant social 
and political debate, all within a larger framework of globally-circulating news.8 
Hopefully, with time, more sources in Hawaiian will be introduced to a broader scholarly 
audience.  
                                                        
7 Kamehiro, 19. 
8 Helen Geracimos Chapin, Shaping History: The Role of Newspapers in Hawai‘i. (Honolulu: University of 




Historiography and Scholarship Review 
To my knowledge, there is no Hawaiian equivalent to a work like David Brody’s 
Visualizing American Empire (2010), an interdisciplinary reading of late nineteenth and 
early twentieth-century imperialism in the Philippines that relies heavily on the 
interpretation of a broad range of material culture. Studies such as Jeffrey Geiger’s 
Facing the Pacific: Polynesia and the US Imperial Imagination (2007), an analysis of 
film and literature, as well works of cultural history such as Heather Diamond’s 
American Aloha: Cultural Tourism and Negotiation of Tradition (2008) and Christine 
Skwiot’s The Purposes of Paradise: U.S. Tourism and Empire in Cuba and Hawai‘i 
(2010)  present perceptive illustrations of the ways in which American imperialism has 
shaped Hawai‘i’s political and cultural landscape. However, while these studies certainly 
identify the nineteenth-century origins of American imperialism in Hawai‘i, their focus is 
largely on the rise of tourism in the twentieth century. Works of postcolonial scholarship 
that span disciplinary boundaries, such as Amy Kaplan’s the Anarchy of Empire in the 
Making of US Culture (2005) and Paul Lyons’ American Pacificism (2006), have 
provided detailed discussion of late nineteenth-century cultural manifestations of 
American imperialism in Hawai‘i, but they do not interrogate visual culture as their 
central, primary texts.9 Nonetheless, while Kaplan’s explication of the embedded cultural 
logic of imperialism as it pertains to Hawai‘i is primarily literary, her analysis of the 
writings of Mark Twain provides an extremely useful framework for considering the 
                                                        




conflation of the international and domestic spheres in the American colonial 
imagination. Additionally, Kaplan’s observations concerning the logic surrounding the 
equivalence of slavery in the American South and labor on Hawaiian sugar plantations 
speak to a key visual theme that appears at multiple points throughout this dissertation.10 
 When Hawai‘i has appeared within the more traditional parameters of American 
art history, it has often been in relation to illustrations of the United States Exploring 
Expedition of 1838-1842, as in the case of Adrienne Kaeppler’s and Wendy Ikemoto’s 
discussion of works by Titian and Rembrandt Peale.11 Alternatively, Polynesia has 
largely figured as a vehicle for discussing proto-modernist fascination with tropical light 
and color and mystical primitivism in the vein of figures such as John La Farge. For 
instance, Elizabeth Child’s Vanishing Paradise (2013) provides a perceptive analysis of 
La Farge’s and Henry Adams’ search for primitive authenticity as elite ethno-tourists in 
Tahiti and Samoa, while the essays by Childs, Elizabeth Hodermarsky, and John Stuart 
Gordon in John La Farge’s Second Paradise (2010) examine La Farge’s preoccupation 
with the expressive potential of tropical light and color as a source of spiritual 
                                                        
10 Kaplan, 75, contends that “In the culture of the sugar plantation Twain found striking parallels between 
the colonization of Hawai‘i and the changes convulsing the slave-holding South. The remnants of imperial 
violence that would not stay buried in the Hawaiian landscape evoked uncanny echoes of the ongoing 
violence of slavery, which was not laid to rest by emancipation. Traveling in the immediate aftermath of 
the Civil War, Twain brought to Hawai‘i unspoken questions and assumptions about slavery, emancipation 
and race relations at home, and in the Islands he found them refracted back to him from the apparently 
remote colonial context.” 
11 See Adrienne L. Kaeppler, “Rembrandt Peale’s Hawaiian Ethnographic Still Life,” Hawaiian Journal of 
History 27 (1993), and Wendy N.E. Ikemoto, Antebellum American Pendant Paintings: New Ways of 




sustenance.12 This project does not reject these readings, as depictions of Pacific paradise 
certainly served as sanctuaries of primitive fantasy for neurasthenic American elites, 
providing an escape from what they perceived as the crushing weight of Western 
modernity. However, the search for aesthetic transcendence was only one of many 
concerns for American artists working in Polynesia and remote escapism but one of many 
visions of the Pacific cultivated by the late nineteenth-century American imagination.  
Within the field of Oceanic art history, Bernard Smith’s classic work European 
Vision and the South Pacific 1768-1850 (1960) embodies the tendency of studies of the 
visual culture of imperialism in Hawai‘i to focus on the eighteenth- and early nineteenth-
century European voyages of exploration. David Forbes’ Encounters with Paradise 
(1992) and Donald Severson, Michael Horikawa and Jennifer Saville’s Finding Paradise 
(2002) have identified a core body of extant objects from the later nineteenth century. 
However, these catalogs are limited to brief descriptive entries that cannot deeply delve 
into more complex analysis of the specific socio-political context of these works of art. 
Compared to the medium of painting, greater progress has been made in situating 
nineteenth-century Hawaiian photography within the complex currents of colonial 
discourse, as in the work of Lynn Ann Davis and Anne Maxwell. 13 For instance, Davis 
                                                        
12 See Elizabeth Childs, Vanishing Paradise: Art and Exoticism in Colonial Tahiti (Berkeley: University of 
California Press, 2013), especially Chapter 6 “Henry Adams, Indolence, and Ethnic Tourism in Tahiti” and 
Chapter 7, “John La Farge and the Sensuousness of Regret.” See also John La Farge’s Second Paradise: 
Voyages in the South Seas, 1890-1891, ed. Elizabeth Hodermarsky (New Haven: Yale UP, 2011).  
13 See Lynn Ann Davis, Na Pa‘i Ki‘i: The Photographers in the Hawaiian Islands, 1845-1900 (Honolulu: 
Bishop Museum Press, 1980) and Anne Mawell, Colonial Photography and Exhibitions (London: Leicester 




has read the amateur photographs of Christian Hedemann, a Danish sugar mill engineer, 
in the imperial context of their display at the Paris Exposition of 1889.14 More recently, 
the interdisciplinary perspective of Lanny Thompson’s Imperial Archipelago (2010)—a 
work that fuses visual culture studies, postcolonial studies, sociology, and U.S. history—
has informed my approach to photographic material, particularly the illustrated 
guidebooks of the 1890s. I have found a useful model not only in Thompson’s 
comparative approach as he makes cross-cultural reference to Hawai‘i, the Philippines, 
Guam, Cuba and Puerto Rico, but also in the way in which he deftly fuses the legal and 
political discourse of “new possessions” with formal visual analysis in order to reveal the 
symbolic representation of colonialism in photography.15  
Additionally, Stacy Kamehiro’s the Arts of Kingship (2009) has significantly 
guided the methodology of this dissertation. Like Kamehiro, I argue that the visual 
culture of the decades prior to annexation shaped later colonial and postcolonial attitudes. 
I also similarly adhere to the concept that the Hawaiian monarchy asserted a Polynesian 
cultural identity while simultaneously participating in Western rituals of diplomatic 
behavior, conceiving of neither as a more “authentic” manifestation of Polynesian 
                                                        
14  For instance, in “From the King’s Peaceful Copenhagen: the Work of Danish Amateur Photographer 
Christian Hedemann in the Hawaiian Islands,” Fund og Forskning 29 (1990): 42, Davis notes that 
Hedemann’s photos “demonstrated for visitors from around the world not only the progress of the plant, but 
also the industrial transformation of remote, romantic Hawai‘i.” So too does she identify a social argument, 
in which Hedemann visually explicated the relationship between Hawaiian and haole employees of the 
Honolulu Iron Works. See also Lynn Ann Davis, A Photographer in the Kingdom: Christian J. 
Hedemann’s early images of Hawai‘i (Honolulu: Bishop Museum, 1988). 
15 Thompson has argued that the islands of the “imperial archipelago” were distilled into “fundamental 
symbols” that were then inserted into a colonial narrative both legal, textual and visual that proposed how 
each was to be subsumed and ruled differently. See Imperial Archipelago: Representation and Rule in the 




culture.16 In particular, I extend Kamehiro’s discussion of Kalākaua’s monarchy to the 
figure of Queen Emma, as I contend that Emma’s visual presentation as a political 
figure—especially the role of her photographic portraits as a means of participation in 
global diplomacy—has not yet been adequately studied due to the tendency to prioritize 
her contributions to religious institutions and social welfare, or in favor of romanticizing 
the story of the deaths of her husband and son. 
Even more recently, the exhibition Ho‘oulu Hawai‘i: The King Kalākaua  Era, 
organized by Healoha Johnston at the Honolulu Museum of Art in September 2018, as 
well as the essays in its accompanying catalog, have provided a refreshing reframing of 
the monarchy under Kalākaua. In order to move beyond stereotypes of Kalākaua and his 
court that endure as vestiges of racist portrayals created by his colonial political 
opponents—the “Merrie Monarch” who neglected his government in favor of drink and 
lascivious pleasures—the exhibition instead underlined the cosmopolitanism and rapid 
political, cultural, and technological advancements that Kalākaua cultivated during his 
reign as he wielded visual culture as a “diplomatic act.” A possible critique of the 
exhibition could argue that it did not attempt to balance its portrayal of the triumphs of 
Kalākaua’s monarchy with its struggles. However, the decision to divert the narrative of 
Kalākaua away from the Merrie Monarch, or away from his reign as prelude to disaster, 
should not be understood as an attempt to erase the derogatory portrayal of the king from 
                                                        
16 Kamehiro, 8, observes how “It may be that nineteenth-century Native Hawaiian visual art—particularly 
syncretic forms of representation—has not received a significant art historical study due in part to the 
notion that after a century of uninterrupted contact with westerners, indigenous visual culture was too 




historical memory. Rather, it served the crucial purpose of illustrating, obliquely, why 
such racist depictions came to be, as they were constructed by those who feared that the 
inevitable triumph of white Anglo Saxons might not, in fact, be quite so inevitable. As 
Ho‘oulu Hawai‘i makes obvious, Kalākaua helped forge a modern Hawaiian identity that 
looked quite different than that which appeared in the illustrated literature provided by 
proponents of annexation, and which refuted claims of Native Hawaiian backwardness 
and political naiveté. This dissertation therefore takes considerable inspiration from 
Johnston’s conception of late nineteenth-century Hawai‘i as “the epicenter of a trans-
media phenomenon” from which new, hybrid expressions of Hawaiian-ness emerged 
through a multi-disciplinary collision of art, craft, music, science and political 
performance.17 As I similarly embrace an interdisciplinary approach that considers the 
circulation of a broad range of words and images, I respond to the exhortations of those 
such as Johnston and her colleagues who have urged scholars to take up a more nuanced 
and globalized view of this period in Hawai‘i’s history. 
 
Historical Sketch 
 The period of 1865-1900 encompasses the tumultuous final decades of the 
Kingdom of Hawai‘i. It is impossible to both adequately and succinctly summarize the 
demographic shifts and tremendously complex political, social, economic and cultural 
clashes that occurred at this moment. Yet, as I attempt to re-center Hawai‘i from the 
                                                        





periphery of the study of nineteenth-century American visual culture, I recognize that 
many readers will be unfamiliar with key events that marked the Islands’ trajectory 
towards annexation and thus attempt to provide a brief sketch. 
American Protestant missionaries first arrived in Hawai‘i in the 1820s, 
approximately forty years after the expeditions of Captain Cook. However, the three main 
Western powers with imperial interest in Hawai‘i—the US, France, and Great Britain—
mainly exerted indirect influence on the Islands until the final quarter of the nineteenth 
century.18 Shortly after the arrival of the initial American missionaries, King 
Kamehameha III (r. 1825-1854) began to contend with a cohort of Americans who had 
quickly amassed economic and social authority in Honolulu. The influence of these 
expatriates became even more profound with the land reforms of the Great Māhele of 
1848, which notably permitted foreigners to purchase Hawaiian land.19 Additionally, the 
haole population benefitted politically from the institution of the Constitution of 1840, 
which established a constitutional monarchy that checked the power of the King by 
enfranchising the maka'āinana, or common people, both Native and naturalized.20  
                                                        
18 As Stacy Kamehiro has noted, in the 1870s, only New Zealand, French Oceania, New Caledonia, and Fiji 
had been formally colonized, and opinions concerning the advisability of annexation did not coalesce until 
close to the end of the century. See “Monarchs, Monuments, and Museums: Public Art, National Culture, 
and the Reign of King Kalakāua in Late 19th-Century Hawai‘i”  (PhD diss., University of California, Los 
Angeles, 2000), 5 & 23. 
19 On the Māhele as a precursor to colonization and annexation, see Stuart Banner, “Preparing to be 
Colonized: Land Tenure and Legal Strategy in Nineteenth-Century Hawaii,” Law and Society Review 39 
(2005) 
20 See Jonathan Kay Kamakawiwo‘ole Osorio, Dismembering Lahui: A History of the Hawaiian Nation to 
1887 (Honolulu: University of Hawai‘i Press, 2002), 24-33 on the balance of monarchical, Native and 




The reign of Kamehameha IV (r. 1855-1863) proved less favorable to the 
Americans within the growing haole population. A noted Anglophile who resented the 
racist behavior that he had experienced during tours of America, Kamehameha IV 
vocally refuted the possibility of the Islands’ annexation by the US.  In 1864, his 
successor, King Kamehameha V (r. 1863-1872) further rejected American attempts to 
bolster political influence in Hawai‘i when he abolished the Constitution of 1852, a 
document that had been drafted by American attorney William Little Lee, and installed a 
new version which granted the monarch greater authority.21  
Nonetheless, the American population of the Islands continued to increase as 
foreigners amassed substantial landholdings throughout the 1860s and 1870s. As the 
predominantly haole-controlled sugar industry began to blossom as a result of 
agricultural innovations in the 1870s, American boosters hoped that the intertwined 
economic interests of the US and Hawai‘i might convince Kamehameha V of the 
eventual benefits and inevitability of annexation. However, both he and King David 
Kalākaua (r. 1874-1891), who ascended the throne following the one-year reign of 
William Charles Lunalilo (r. 1873-1874) resisted such annexationist rhetoric. Kalākaua 
envisioned a hybrid Hawai‘i that prized the Native past and indigenous expressions of 
culture while deftly competing with powerful Western aggressors on the international 
political stage.22 In 1887, threatened by Kalākaua’s resistance and his determination to 
maintain Hawaiian sovereignty, a group of anti-Monarchist haole planters and 
                                                        
21 See Osorio, 85-91 on the Constitution of 1852 and 125-128 on the reforms of the Constitution of 1864. 
22 On Kalākaua’s diplomacy, see Tiffany L. Ing, Reclaiming Kalākaua: 19th-Century Perspectives on a 




businessmen led by Sanford B. Dole and Lorrin A. Thurston forced Kalākaua to adopt the 
“Bayonet Constitution” in a militia-backed coup. The Bayonet Constitution significantly 
curbed Kalākaua’s authority, shifting power to a legislature and cabinet largely controlled 
by white Americans. It also notably implemented property ownership and income 
thresholds as voting requirements, extended suffrage to non-naturalized citizens who had 
lived in the Islands for as little as three years, and entirely disenfranchised the Asian 
population.23 
 Kalākaua’s sister Lili‘uokalani (r. 1891-1893) ascended the throne upon his death 
in 1891, serving as the final monarch of Hawai‘i. On January 17, 1893, a “Committee of 
Safety” consisting of six white Hawaiian citizens and seven foreigners, five of whom 
were American, forcibly deposed the Queen after gleaning that she intended to overturn 
the Bayonet Constitution. As the armed warship USS Boston sat anchored in Honolulu 
Harbor, the group—whose leaders again included Dole and Thurston—instituted a 
Provisional Government as a political stepping-stone to annexation. In July of 1894, the 
constitution of the Republic of Hawai‘i was ratified. Loyal Royalists attempted to restore 
Lili‘uokalani to the throne in January 1895 but were unsuccessful, and the deposed 
Queen was placed under house arrest at ‘Iolani Palace and forced to sign a document 
confirming her unwilling abdication. Annexation did not occur immediately—indeed, the 
initial resolution of annexation failed to achieve the required two-thirds majority in the 
                                                        
23 On the Bayonet Constitution, see Osorio, 194-199; Osorio argues that “the Bayonet Constitution allowed 
the whites political control without requiring that they swearing allegiance to the king. Indeed, the 
constitution removed every paradox that had previously confounded haole citizens and other white 




US Senate in 1897, and Lili‘uokalani continued to lobby Washington D.C. to restore 
Hawaiian sovereignty.24 However, Hawai‘i’s strategic value became more tempting as 
tensions across the Pacific grew with the onset of the Spanish-American War and as the 
US warily observed the steady growth of the Empire of Japan. On July 7, 1898, President 
William McKinley signed the resolution of Hawai‘i’s annexation, and on February 22, 
1900, the Islands became the official Territory of Hawai‘i under Governor Sanford Dole. 
 
Chapter Outlines 
Chapter One considers the photographic presentation of Queen Emma of Hawai‘i 
beginning with the period that followed the sudden deaths of her husband, King 
Kamehameha IV, and only son, Crown Prince Albert Kamehameha, in 1862 and 1863. It 
argues that between this time and her own death in 1885, Emma posed for photographs 
that can be read as posthumous family portraits. As these images circulated among her 
family, friends and a larger international audience, Emma did more than simply 
document her grief; she also publicly expressed her convictions concerning the future of 
the fractured Hawaiian monarchy and her rejection of American imperial cupidity during 
the decades leading up to the annexation of Hawai‘i. Furthermore, through her 
photographic evolution, we can track Emma’s political ascendency from the grieving 
widow of the King to a chiefly heir who boldly staked her claim to the throne.  
                                                        
24 On Lili‘uokalani’s attempts to maintain Hawaiian Sovereignty, see Neil Thomas Proto, The Rights of My 





Chapter Two focuses on depictions of Maui’s sugar plantations painted between 
1864 and 1885. As some of the earliest images of the American sugar industry on Maui, 
these works balanced a longstanding impulse to present Pacific paradise as an effortlessly 
productive Garden of Eden with a growing desire to celebrate the improving forces of 
American industriousness on Hawaiian agriculture. When extended beyond the 
geography of Hawai‘i in the context of the American Civil War and with the increasing 
prevalence of “blackbirding”—the kidnapping and coercion of Indigenous peoples into 
de facto plantation slavery—across the Pacific, these works also gesture at topics 
pertaining to the legacy of slavery. I observe how artists employed a paternalistic visual 
rhetoric commonly used to illustrate the supposed gentle benevolence of the antebellum 
American South even as they underlined the superiority of free labor in Hawai‘i. Finally, 
in contrast to earlier depictions of Maui that can be interpreted as early examples of a 
pro-annexation viewpoint, the chapter turns to Joseph Dwight Strong’s 1885 painting 
Japanese Laborers at Spreckelsville, a large-scale oil painting commissioned by King 
David Kalākaua. The work lends itself to multiple analyses; on the one hand, it could be 
understood as another testament to the robustness of the American plantation economy in 
Hawai‘i, an ode to German-American “Sugar King” Claus Spreckels. On the other hand, 
the work could also be read in light of Kalākaua’s attempt to form an alliance with the 
increasingly powerful empire of Japan in hope of bolstering a Pacific Confederacy that 
could resist Western imperialism. 
Chapter Three provides an analysis of Hawaii Nei, a photographically illustrated 




newspaper reporter for the San Francisco Call. In addition to situating this vocal anti-
annexation work within the context of the pro-annexation, pro-imperial genre of 
illustrated “New Possessions” literature, this chapter also considers Craft’s book 
alongside the visual and literary production of other women who depicted Hawai‘i in the 
years surrounding annexation. By noting how Craft leveraged and complicated the 
assumptions attached to sentimental and picturesque imagery that have often been cited 
as a key feature of gender-based colonial frameworks such as “Manifest Domesticity” or 
“Tender Violence,” it argues that Craft attempted to alert readers to the coercive and 
misleading nature of these kinds of images.25 In doing so, she questioned the authority of 
a rapidly growing genre of photographic books that claimed to provide “objective” 
surveys of America’s new imperial possessions while also raising questions about the 
role of sentimentality and empathy as a lens for evaluating the morality of imperialism.  
Chapter Four provides a temporal shift as it turns to portraits of the late 
nineteenth-century Hawaiian monarchy created by haole artist Fredda Burwell Holt in the 
mid-20th century. By considering Fredda’s portraits in conjunction with key works of 
literature by her husband, John Dominis Holt IV, a Hawaiian from a multi-ethic 
background and a leading voice of the cultural and political movement known as the 
Hawaiian Renaissance, this chapter highlights the pair’s attempt to counter the way in 
which the figures of the late nineteenth-century monarchy receded into a stereotype of 
stately benevolence and unavoidable, passive tragedy. In a sense, it brings the reader full 
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circle as Fredda re-interpreted the types of photographic portraits of the monarchy 
discussed in Chapter One. As it looks at Fredda and John’s highly individualized 
perspectives of Hawaiian history during the era of statehood, this chapter nonetheless 
speaks back to the imagery and conceptual frameworks of the previous chapters. By 
focusing on Fredda’s drawing of Emma, Kamehameha IV and Albert, and her oil 
painting of Princess Ka‘iulani, heir to Lili‘uokalani, it demonstrates how the artists 
extrapolated a more emotional portrayal of the monarchy that had begun to emerge in the 
nineteenth century. Rather than framing the fall of the monarchy as merely a failure of 
government or a series of political mistakes, Fredda and John chose to depict the period 
as an intensely psychological precipice that confronted the deeply human figures who 
served as its public face.  
Thus, through detailed readings of a discrete group of paintings, photographs, and 
illustrations produced during the tumultuous decades between 1860 and 1900, this 
dissertation aims to contribute to the much larger collective task of providing a deeper, 
less essentialist interpretation of this understudied material, and to resituate Hawai’i in 
relation to a global nineteenth-century visual culture. In this light, I recognize that my 
case studies were produced almost exclusively by foreigners, even as I fully agree with 
Healoha Johnston’s assertion that arriving at a more rigorous scholarship of this period in 
Hawaiian history requires an approach that moves beyond the engrained practice of  
“…segregat[ing] cultural production by ethnicity.”26 Currently, it is beyond the scope of 
                                                        




this work to provide a more exhaustive view of the multiethnic chorus of voices of late 
nineteenth-century Hawai‘i. However, although the imagery of this project is Western-
centric, I hope to demonstrate that these “Western imaginings” still collided with 
alternative portrayals by those who attempted to peel back the veneer of the exotic 
picturesque that otherwise shrouded Hawai‘i’s contemporary political and social 
struggles. In my selection of objects, I do not contend that this project tells the “whole” 
story of nineteenth-century Hawaii—indeed, it barely scratches the surface. Rather, it 
serves to corroborate what has become increasingly obvious as scholars have begun to 
withdraw Hawai‘i from a cocoon of imperial nostalgia—that, like most historical 
moments, the decades surrounding annexation were untidy.27 The visual landscape of the 
period is a testament to political and cultural endurance and innovation, but nonetheless 
also persists as the embodiment of a traumatic history of colonial violation and political 
collapse.  
  
                                                        
27 Kamehiro, 15 suggests such terminology, observing that “Moreover, identities and positions were neither 
tidy nor transparent outside the kingdom. Imperial powers varied in their opinions about annexing Hawai‘i 






Fig. I.1. “Interior of Pacific Hardware Co.” Detail of advertisement in William De Witt Alexander, History 




Fig. I.2. Advertisement for Pacific Hardware Co. in William De Witt Alexander’s History of the Later 




       
 
 
    
 
Fig. I.3. Advertisements for (clockwise from top left) Oceanic Steamship Co., Oahu Rail & Land Co., 
Hawaiian Electric Company, and Elite Ice Cream Parlor in William De Witt Alexander’s History of the 













Fig. I.4. A.A. Montano, Queen Emma of Hawaii, c. 1879, as reproduced on the cover of David W. Forbes, 
In Haste With Aloha: Letters and Diaries of Queen Emma 1881-1885 (Honolulu: University of Hawai‘i 







Mourning and Majesty in the Photographic Portraits of Queen Emma of Hawai‘i 
 
 
Portraits of Loss 
In 1859, the Kingdom of Hawai‘i celebrated the birth of an heir to the throne, the 
first Crown Prince born to a reigning Hawaiian monarch in over two decades. For a 
nation whose sovereigns had not typically been blessed with either prolificacy or 
longevity, the birth of Prince Albert Edward Kauikeaouli Kaleiopapa a Kamehameha was 
a momentous occasion. At long last, it seemed that Hawai‘i had its picture-perfect Royal 
Family, and together Alexander ‘Iolani Liholiho, known officially as King Kamehameha 
IV, and his wife Queen Emma Kalanikaumakaʻamano Kaleleonālani Naʻea Rooke doted 
upon their son, a sturdy boy with a shock of black curls who would become known for 
his sweet and precocious nature.28   
Scarcely four years later, on August 28, 1862, the body of the little Prince, now 
cold and still in death, was laid out in the throne room of the Hale Ali‘i, the grand wood 
and stone “House of the Chiefs” that would soon become Honolulu’s ‘Iolani Palace. 
Arrayed in a suit of pure white silk edged with embroidery and satin ribbon and laid on a 
white linen cloth, the body of the Prince seemed to glow against the black-draped hall. 
During the three hours devoted to public viewing, the people of Honolulu thronged the 
                                                        
28 Before Albert, the last children born to a reigning Hawaiian monarch were Keaweaweʻulaokalani I and 




palace to pay their respects to the deceased royal. 29 Reporting on the death of the Prince, 
the local newspaper the Pacific Commercial Advertiser described a public overtaken by 
profound, inexorable grief. The people’s expressions of sorrow were not “…mere 
ebullitions of momentary grief,” explained the Advertiser, “but they are the deep, soul 
stirring utterances of the disappointed expectations and hopes of the nation.” 30 At the 
center of the unfortunate event was Queen Emma, who was said to have sat unmoving for 
four days and four nights beneath a tamarind tree that marked the grave of her son.31 She 
would soon experience the shock of even more unexpected, further tragedy, as 
Kamehameha IV followed his son into death only fifteen months later. In less than two 
years, Emma had faced the unspeakable misfortune of having been stripped of the two 
individuals that she loved most in the world. 
In the years that followed the deaths of her son and husband, Emma, like so many 
other women of the era, compiled an album of cartes de visite, the relatively inexpensive, 
easily reproducible, and highly collectible 4 x 2 ½-inch vertically mounted photographs 
first patented by French photographer André Adolphe-Eugène Disdéri in 1854 (Fig. 1.1). 
Emma’s collection of cartes de visite recalls thousands of other personal photograph 
albums from this period, combining the likenesses of a variety of relatives, distant 
acquaintances, royal and political notables, as well as images of sites of touristic interest 
                                                        
29 “Notes of the Week,” Pacific Commercial Advertiser, September 4, 1862. Also see Mary Allen’s 
description, quoted in Rhoda E. A. Hackler, “Albert Edward Kauikeaouli Leiopapa a Kamehameha: Prince 
of Hawaii,” Hawaiian Journal of History 26 (1992): 37-38. 
30 Pacific Commercial Advertiser, September 11, 1862.   





visited by the Queen, such as Mount Vernon and Windsor Castle. 32 Of course, Emma 
was hardly an ordinary collector of cartes de visite, and many of the distinguished figures 
in her album—like Queen Victoria or British Prime Minister William Gladstone—were 
also her personal acquaintances. Nonetheless, the album easily functioned in the same 
manner as it would have for many women of her time, as a place for Emma to maintain a 
virtual connection with a far-flung network of friends and family, and as a means of 
participating in a leisure activity that defined the album owner as a member of a cultured 
and educated class.33   
Emma’s album was also similar to those of many of her contemporaries in that it 
was a space in which the new medium of photography served as an outlet that could 
temporarily alleviate the pain provoked by the death of beloved family members. As 
Emma returned to the pages of her photo album and gazed at the images of her deceased 
child and husband, it would have been possible for the Queen to imagine her loved ones 
not as she had last seen them, laying cold and still in their coffins, but instead animated 
by good health and vigorous with life. By placing her own portrait next to those of Albert 
and Kamehameha IV, Emma could create an intact vision of her family. Momentarily, 
                                                        
32 The carte de visite quickly became the object of a veritable mania upon its arrival in the U.S. in 1859, 
and made its way to Hawai‘i no later than 1862—it was in this year that photographer Henry Chase 
announced that he had set up a studio and gallery above the Honolulu post office. See the Polynesian, June 
21, 1862. 
32 Elizabeth Siegel, Galleries of Friendship and Fame: a history of nineteenth-century American photo 
albums (New Haven: Yale UP, 2010), 69-70.  
33 Patrizia di Bello, Women’s Albums and Photography in Victorian England: ladies, mothers, and flirts 





she could fend off the all too common but nevertheless unwelcome intrusion of untimely 
death.   
In her own private album, Emma created what we might consider a family 
portrait, or a representation in which the likenesses of all three members of the royal 
family appear as a united group, tied together by their shared lineage. In doing so, she 
collaged together a visual memorial that did not otherwise exist. As far as we know, no 
“traditional” portrait of the family—or an image in which Emma, her husband and her 
son posed together during their lifetime—was ever produced, let alone disseminated to 
the public. At the very least, there are no extant examples of such an image, whether 
photographic or rendered in some other medium. However, in the twenty years that 
elapsed between the deaths of her husband and son and her own passing in 1885, Emma 
posed for several photographs that we may also read as family “portraits.” As she 
released these images of herself to friends, family and the public at large, Emma did more 
than simply document her grief. She also made a variety of statements about the meaning 
of her loss, what might have been, and what might still be in store for the future of the 
fractured Hawaiian monarchy.34  
 
The Queen’s Grief 
                                                        
34 In her chapter, “Colonial photography and indigenous resistance in Hawai'i: the case of the last royal 
family" in Colonial Photography and Exhibitions, Anne Maxwell presents a persuasive reading of 
photographic portraits of the Hawaiian monarchy as examples of political resistance; although she briefly 
mentions that Emma and Kamehameha IV participated in a globally circulating photographic culture, 




 American photographer Henry L. Chase photographed Prince Albert at least once 
during the young royal’s short lifetime (Fig. 1.2). In this image, the Prince—who was 
fascinated by firetrucks and firemen—wears a miniature uniform that was presented to 
him as an honorary member of Honolulu’s Fourth Engine Company.35  He leans casually 
against a carved table and a velvet covered chair that gesture at a sumptuous interior. The 
furniture also draws attention to the Prince’s relatively diminutive size, as he is just 
barely taller than the chair itself. Even though he is obviously posed for a photo, Albert is 
still playfully imaginative, as Chase captured a boy still small enough and young enough 
to engage in a pretend fantasy of becoming a firefighter. 
 Two years after Albert’s death, American artist Enoch Wood Perry, Jr. used 
Chase’s photograph to create his own painted portrait of the Prince (Fig. 1.3). Between 
1858 and 1864, Perry traveled across nearly the entire length of the United States before 
arriving in Hawai‘i. Like many painters of his time, he had always been somewhat 
itinerant. Born in Boston, Perry spent his teenage years in New Orleans before departing 
in 1852 for a tour of artistic study in Dusseldorf, Rome, and Paris. Perry set up a studio in 
Philadelphia when he arrived back in the United States in 1858, but set off shortly for 
New Orleans with the onset of the American Civil War. There, he painted portraits of 
notable members of the Confederacy such as Jefferson Davis, and also prepared sketches 
for a monumental work, Signing the Ordinance of Secession of Louisiana. As the tide of 
the war turned, Perry departed for California in the company of fellow painter Virgil 
                                                        





Williams, spending a period of time in Yosemite before finally taking ship for Honolulu, 
where he arrived in 1864. We can only speculate why Perry decided to travel as far as the 
Islands, but perhaps the choice had something to do with his family background, as he 
was related to the Doles, Hawai‘i’s famed missionary family, through his mother, 
Hannah Knapp Dole.36  
 After arriving in Honolulu, Perry sometimes shared a studio with Henry Chase, 
who in turn created cartes de visite featuring his friend’s work.37 Perry clearly used 
Chase’s photograph of Prince Albert as a reference in order to accurately depict the boy’s 
facial features so as to produce a credible posthumous likeness. Otherwise, his image 
differs considerably from the original photo. In Perry’s painting, the viewer more clearly 
catches a glimpse of the monarch that Albert was supposed to have become. Rather than 
portraying the Prince in a more anonymous interior, Perry makes the boy’s royal status 
evident by picturing him on the leafy grounds in front of the Hale Ali‘i. Standing erect in 
a smart black velvet suit, flanked by two faithful dogs and gazing serenely out at the 
viewer, the Prince is already in control of his domain at the tender age of four. Despite 
having never met the Prince, Perry captured Albert’s often-cited air of alertness and 
                                                        
36 “An Artist,” Pacific Commercial Advertiser, October 1, 1864. The Advertiser speculated that originally, 
Perry, Williams and Albert Bierstadt intended to come to Hawai‘i together, but Bierstadt returned to New 
York to oversee the sale of a painting, perhaps Looking up the Yosemite Valley (1863). 
37 In addition to Perry’s Prince of Hawaii, Chase also provided cartes de visite picturing Perry’s Kilauea 
Crater. For brief biographies of Chase, see Peter E. Palmquist and Thomas R. Kailbourn, Pioneer 
Photographers of the Far West: a biographical dictionary, 1840-1865 (Stanford, CA: Stanford UP, 2000) 
and Donald R. Severson, Michael D. Horikawa and Jennifer Saville, Finding Paradise: Island Art in 




congeniality as he poised the boy somewhere between the gravity and decorum befitting 
a future monarch and the innocence of a child at outdoor play with his pets.38  
Even though Albert’s is an undeniably royal persona, Perry still created a 
sentimental image that could have spoken to Emma’s grief not only as a Queen, but 
merely as a parent who had lost a beloved child.39 The painting functions as a formal 
monarchical portrait, but it also recalls the deeply personal and emotional tradition of 
posthumous child portraiture as practiced in regions of the United States where Perry had 
previously lived and worked. Like many of the most accomplished American artists of 
his era, Perry had received training as a high-style painter in Europe from the likes of 
Emanuel Leutze and Thomas Couture. Unfortunately for the aspiring painter, the art 
market of the mid-nineteenth-century United States did not demand a constant supply of 
monumental history painting, so Perry also relied on a steady stream of less glamorous 
work in more workaday portraiture for income. It therefore is reasonable to assume that 
Perry would have been at least somewhat familiar with the commemoration of deceased 
children through portraiture, a practice that became popular in the 1820s and persisted 
through the Civil War.  
                                                        
38 “Death of HRH Prince Albert of Hawaii,” Polynesian, August 30, 1862. Describing the Prince after his 
death, the Polynesian explained that Albert was “Lovely in his appearance, with delicately formed features 
and bright, intelligent, meditative eyes…Obedient to his parents, courteous to strangers, kind to inferiors, 
with an observant eye, a retentive memory and a genial disposition, his whole being seemed to diffuse a 
sunshine of inexpressible sweetness over the Palace and over the land.” 
39 It is not certain that Emma commissioned or was the permanent owner of Perry’s portrait; however, 
given its appearance as a prop in the contemporaneous photographic portraits in which Emma posed, it is 




While Perry avoided the more overt symbols of premature death such as ticking 
watches or wilting flowers in his depiction of Albert, the manner in which he positioned 
the Prince in a garden-like setting in the company of loyal pets falls within the tradition 
of posthumous child portraiture. At first, Perry’s portrait would seem to have little in 
common with a less high-style work such as Picking Flowers (1840-1850), a posthumous 
portrait attributed to New England painter Samuel S. Miller (Fig. 1.4). However, Miller’s 
painting demonstrates the manner in which many posthumous child portraits were 
comforting fantasies of heaven that were still partly grounded in earthly reality, a balance 
that Perry also struck in his rendering of the Prince. Picking Flowers depicts a young 
deceased girl in a flower-filled garden. She stands just across a small body of water from 
her former home as an affectionate kitten twines about her feet. By portraying children in 
peaceful pastoral settings just out of reach of their childhood homes—recently sites of 
pain and suffering—such portraits metaphorically gestured at a transition to the Edenic 
paradise of the afterlife. In this liminal state between home and what comes next, the 
child has moved beyond the physical reach of the living but is not entirely gone from this 
world.40Although the parents who commissioned such images maintained a staunch 
Christian belief in the afterlife and patiently resigned themselves to the need to wait for a 
joyous reunion to come, perhaps it was still comforting to imagine that their beloved 
child was still somehow spiritually connected to their Earthly home. The portraits 
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Flowers, see Stacy C. Hollander, Securing the Shadow: Posthumous Portraiture in America (New York: 




provided grieving family members a more expedient means of alleviating the wait for the 
ultimate reunion by revivifying the dead and returning a lost loved one to a quasi-human 
plane of existence, if only for a fleeting moment.41  
Thus, although Henry Chase had provided a photographic image of the Prince 
which Queen Emma could use to remember her son in life, Perry’s painting served an 
additional purpose as part of the Queen’s mourning. Even more than photography, 
painting could make the impossible possible, and in Perry’s painted fantasy, Albert could 
emerge from the Hale Ali‘i, the site of his mournful visitation, alive and well. Chase’s 
photo captured the past, whereas Perry’s painting could alter it. When Emma inserted 
Perry’s painting into her photo album as a carte de visite, she could imagine that the 
image was just as “real” as the photographic likenesses surrounding it. 
Henry Chase also used both Perry’s painting and his own photographic portrait of 
Prince Albert as props for images he created of Queen Emma in mourning. The first of 
these photos provides a full-length view of the Queen, who sits in a black widow’s dress 
with her hands clasped in her lap as she gazes into the distance (Fig. 1.5). Behind her 
hover two portraits—to her left, the larger of the two is Perry’s portrait of Prince Albert, 
while to her right is a smaller image in an oval frame, just barely discernible as a 
depiction of Kamehameha IV. In the second photograph, Chase utilized a narrower field 
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of view to provide a more tightly focused vision of the Queen (Fig. 1.6). Still in the same 
black dress, Emma sits in front of an elaborate painted backdrop meant to create the 
illusion of a glass window that opens to a view of ocean and mountains. The Queen gazes 
at a portrait of her husband and clutches at a handkerchief, sitting beneath Chase’s photo 
of Albert in his fireman’s uniform which hangs on the wall above her head. 
 In both photos, Emma wears the same dress and veil and appears seated in the 
same chair. But despite the similarity of subject matter, the photographer produced two 
images with different emotional cadences which in turn reveal a broad spectrum of grief. 
In the 1866 edition of his history of Hawai‘i, Manley Hopkins, Consul General for Great 
Britain to the Islands, provided his readers with an emotional account of Queen Emma’s 
reaction to the death of her husband: 
It was some time before the Queen could dispel the dull disbelief that the man to 
whom she was passionately attached was taken from her. This skepticism of 
survivors at the first moments of their bereavement is an opiate mercifully 
afforded in many cases, and dulls the agony which might destroy them by its 
blow, and lay them on the same bed of death. But like other anodynes, the veil is 
sooner or later rent asunder, and then the pangs of pain or grief resume their full 
reign. With the Queen, disbelief had to give way to the certain knowledge that she 
was a widow, and that the corpse of Kamehameha was already grown cold.42 
Viewed as a pair, Chase’s photos recall the two different kinds of grief as described by 
Hopkins—dull, numbed disbelief versus the sharper pangs of pain and emotion that occur 
as the “anodyne” of denial eventually wears off. In the photograph that includes Perry’s 
portrait, Emma stares not at the likenesses of her lost loved ones but into the space in 
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front of her. Overall, she exudes an air of aloof, emotional detachment. The right-hand 
image, however, is a far more intimate moment of connection between wife and husband. 
Here, Emma physically connects to her husband’s portrait, as she grips it in her hand and 
pulls it close to her body. She is still relatively composed, although the handkerchief 
clutched in her hands suggests that she is tearful, and that this is a moment in which the 
Queen quietly surrenders to the emotions of her grief.    
 Chase’s photos can certainly function individually, but at least one nineteenth-
century viewer grouped them as a pair in an album preserved at the Hawai‘i State 
Archives. The album owner selected a slightly different version of the image in which 
Emma holds a handkerchief and mourns her husband’s likeness. In this even more tightly 
framed photo, the portrait of Prince Albert has been entirely cropped out. The two photos 
appear on adjacent pages, with the more stoic Emma on the left-hand page and the more 
emotional Emma one on the right-hand page (Fig. 1.7). Arranged in this manner, the 
owner of the album has created a narrative of the Queen’s grief that is much like 
Hopkins’, in which Emma appears numb and shocked on the left side of the page and 
succumbs to emotion on the right-hand side. Additionally, by using the more tightly 
cropped version of Chase’s photograph, the album also draws attention to the two 
different losses that Emma has suffered. In the left-hand image, in which Perry’s painting 
is far larger and more legible than the portrait of Kamehameha IV, the relationship 
between Emma and Albert takes precedence. In the right-hand image, Emma focuses 
solely on her spouse. As such, we see Emma as a mother who has lost a child on the one 




 Identifying the sitters in the other photos that populate this album reveals that it is 
largely, in fact, a family album. The beginning of the album is entirely dedicated to 
photographs of the Swan family, a California family with ties to the Hawaiian Islands.43 
Even though many Hawaiian photo albums dating to the late nineteenth-century contain 
images of Hawaiian royals, the Swan family in particular could claim a specific 
connection to the monarchy, and more specifically, to Queen Emma herself. Following 
the death of her father in 1837, Antoinette Marin Swan—to whom this album is 
tentatively attributed—became the ward of Grace Kama‘iku‘i Young Rooke and her 
husband, British physician Thomas Rooke, through the informal Hawaiian process of 
adoption known as hānai.44 Antoinette would therefore become the older hānai sister of 
the future Queen Emma, who was also raised by the Rookes in their Honolulu home. 
Keeping this connection in mind, we observe that Emma is not out of place in this family 
album. As the owner of the album, whether Antoinette or some other family member, 
compiled the images and created the narrative of Emma’s grief, he or she had the 
opportunity to experience a moment of intimacy with a physically distant family member. 
 Even though Chases’ cartes de visite portrayed such seemingly intimate subject 
matter, they also circulated among a larger public in addition to close friends and family 
                                                        
43 Antoinette Marin Swan was one of the many children of Don Francisco de Paula y Marin, a deserter from 
the Spanish Navy who arrived in Hawai‘i in the late 1790s and became an advisor to King Kamehameha I. 
Antoinette married businessman Lyman Swan, who fled to California in 1854 after being charged with 
fraud and forgery; the couple settled in Santa Cruz, but Antoinette often returned to Hawai‘i to serve Queen 
Kapi‘olani, wife of King David Kalākaua. 
44 Although it translates loosely to “adoption,” the practice of hānai is perhaps better understood as a 
system of fostering—it was not necessarily predicated on the death of biological parents, and nor was it an 




members like Antoinette Swan. Although the tiny island chain was thousands of miles 
away from the courts of Europe, Emma’s Hawai‘i was hardly removed from the currents 
of late nineteenth-century visual culture that arguably produced the first “media 
monarchs”—rulers who embraced the newest photographic technologies and those of the 
illustrated press as a means of disseminating carefully constructed personas to a broad, 
mass-media consuming public. 45 Indeed, Chase’s photos of Emma in mourning strongly 
recall images of the era’s most famous widowed monarch, Britain’s Queen Victoria. 
Following the death of her beloved Prince Albert in 1861, several photographs depicting 
Queen Victoria gazing at the likeness of her husband were released to the public (Fig. 
1.8). Observing the photos, one critic in the London Review castigated the images’ 
artificiality, finding them in poor taste and devoid of true emotion. He grumbled his 
disbelief that “People are so ignorant as to suppose that her Majesty, who has withdrawn 
herself from public life ever since her great affliction, would have permitted a 
photographer, for his trading purposes, thus to invade the very privacy of her grief.”46 On 
the one hand, the critic was correct; these photographs were hardly candid snapshots of 
the Queen and were highly controlled images specifically conceived for public 
consumption. But in his haste to deride the images’ bad taste and the avarice of 
                                                        
45 John Plunkett uses this term to describe the public persona of Queen Victoria, who he considers the first 
“media monarch.” He argues that the growth of mass print culture and the publishing industry combined 
with the social changes of nineteenth-century Britain so as to force a new and different self-presentation of 
the monarchy for public consumption. See John Plunkett, Queen Victoria: First Media Monarch (Oxford: 
Oxford UP, 2003).  
46“Photography and Bad Taste,” London Review of Politics, Society, Literature, Art & Science 6.143 




photographers, the critic never moved beyond sensational voyeurism as a possible 
explanation for the photos’ existence. Yet, it is clear that these images became an 
alternate language through which the Queen could communicate with her subjects.47  
 What, then, might have Emma been attempting to communicate to the public 
through Chase’s photos? In both portraits, a theme that emerges is Emma’s status as a 
wife and mother. Setting aside her royalty, the particular subject of mourning a dead child 
connected the Queen to myriad ordinary families who had suffered such a loss. Several 
articles in the Honolulu press suggested that while patriotic citizens recognized Albert’s 
death as a national loss, the monarchs’ public displays of grief also provoked widespread 
pathos because the people related to their king and queen simply as parents. Covering the 
aftermath of the tragedy, the Polynesian waxed particularly poetic as it described the 
royal couple’s grief, declaring that “We know too well the deepening gloom on a parent's 
brow, the fixed, the tearless eye when all the streams of grief flow back upon its source, 
the heart; we know too well the anguish and the desolation of an hour like this, to more 
than mingle our tears with theirs.”48 The couple’s pain, the paper contended, should be 
familiar to nearly all their subjects. That said, Emma’s grief and her status as a wife and 
mother held further significance beyond securing the affection and empathy of her 
                                                        
47 Adrienne Kaeppler has specifically discussed how cartes de visite portraying the Hawaiian monarchy 
were used as a means of shifting perceptions away from the exotic “other” established by the imagery of 
the era of Captain Cooke. She argues that “The introduction of carte-de-visite photography in Hawai‘i in 
1862 offered opportunities to record these indications of modernity and to circulate these records far and 
wide. Hawaiians were no longer ‘the other,’ but aristocrats to be collected as encounters with greatness.” 
See Adrienne L. Kaeppler, “Encounters with Greatness: Collecting Hawaiian Monarchs and Aristocrats,” 
History of Photography 25.3 (2001): 259. 




people. Since the birth of the Prince, Emma had been cast not just as a wife and mother, 
but in particular, as a Christian wife and mother. The royal couple’s dedication to 
Christianity was well-known, and the Queen’s particular devotion to her Anglican faith 
was a fundamental part of her private life and public persona that deepened following 
Albert’s death. As the local papers described the family’s pain, reporters particularly 
lauded the monarchs’ ability to submit themselves to the will of God.49  
As such, besides reading Chase’s portrait of Emma in front of Perry’s painting as 
sheer shock or numbness, we could equally interpret the Queen’s pose and distant affect 
as stoic forbearance. Emma’s air of benign passivity indicates calmness and strength that 
in turn reflect a remarkable ability to yield to God’s incomprehensible plan. Such an 
interpretation is suggested by the notes of condolence sent to the royal couple for 
publication in papers such as the Polynesian following the death of the Prince, many of 
which referred to the will of God, and used phrases like “Divine Providence,”  “his own 
wise plan,” or “the All-wise Father, who ‘chasteneth those whom he loveth.”50 Letters 
addressed to Emma took on a particularly sentimentalized Christian tone, as in the case of 
a poem from Lady Mason, the wife of the Anglican clergyman Reverend George Mason, 
who was en route to the Islands at the time of the Prince’s death. The poem began with 
lines that assured the Queen of the Prince’s reception into heaven, and urged her not to 
grieve too deeply, as her son had received the ultimate reward of God’s kingdom:  
                                                        
49 For instance, see the Polynesian, August 30, 1862: “There is a holiness in a sorrow like this, when man 
stands face to face with the Angel of God and bows submissive, though it be with a breaking heart, to His 
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It is so, dear Lamb of God, 
Is it, indeed the chastening rod, 
Of Thy unfathomed love? 
We will not mourn, while Angels joy, 
To welcome home the Princely Boy 
      In their blest realms above 
 
The poem ended with a related exhortation for the bereaved mother to submit to the will 
of God: 
 
Oh! Thou who felt a mother's kiss, 
Filling her happy soul with bliss, 
      In holiest infancy; 
Sweet Savior, Mary's glorious Son, 
Teach us to sing, 'Thy will be done,' 
      Thrice blessed Trinity! 51 
 
This kind of condolence connected Emma to the conventions of refined Christian 
mourning, which poised the death of a child as one of the ultimate tests of faith. 52   So too 
was the tragic figure of the widow understood as a model of Christian forbearance in 
genteel Victorian society. A widow’s stoicism reflected her strength of character, or 
alternatively could be understood as evidence of God’s somewhat paradoxical 
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benevolence in sending the grieving wife the strength to persevere through her trials. In 
contrast, expressions of extreme emotion or anger were construed as signs of spiritual and 
moral weakness.53  
 Given this emphasis on the virtues of emotional control and the ability to 
overcome what was understood as a natural female inclination toward hysteria, when 
Mary Allen, wife of Elisha Hunt Allen, adviser to Kamehameha IV, described how 
“…the Queen controlled herself wonderfully, although looking very sad…” at her son’s 
funeral, she not only simply described Emma’s behavior but also paid her a 
compliment.54 As Queen and figurehead of a Polynesian nation, that foreigners 
recognized Emma as an idealized Christian widow was especially significant. Since the 
arrival of the first European explorers in the Pacific in the eighteenth century, Indigenous 
funerary customs often drew the attention of anthropologist-ethnographers who attempted 
to classify the world’s nations as civilized and uncivilized. Native Hawaiian attitudes 
towards death and mourning had often been a particular target for those who sought to 
demonstrate the base level of civilization in the Islands prior to the institution of 
Christianity. After arriving in Hawai‘i in the 1820s, Protestant missionaries cited Native 
funerary practices as particularly deplorable displays of barbarity and heathenism. Early 
missionary Jeremiah Evarts explained that  
…the moral condition of the islands cannot be more forcibly represented by any 
one fact than by the notorious practice of celebrating the death of a high chief by 
Bacchanalian and Eleusinian orgies, or, in plainer language, by an unbounded 
license, extended through several days, for every individual to do what he 
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pleased... The theory of the custom, or what may be called the fiction of the law, 
was, that the grief of the people was so excessive that they knew not what they 
did, and, therefore they could not be held responsible for their conduct. 
According to Evarts, the unrestrained outpourings of grief characteristic of Native 
mourning were evidence of lack of self-control and mental discipline, and consequently 
indicated an inferiorly developed civilization. Thankfully, he noted that Christianity had  
“…put an end to these abominations.”55 Similarly, in the 1840s, one of the most widely 
read sources of information on the Hawaiian Islands, James Jackson Jarves’ History of 
the Sandwich Islands, cited funerary culture as evidence of the Islands’ gradual transition 
away from heathenism towards civilization. Describing the funerals of King 
Kamehameha II and his wife Queen Kamamalu, both of whom died during a trip to 
England in 1824, Jarves observed that “the funeral obsequies were performed on the 11th, 
with a mixture of barbaric pomp and civilized customs, which accorded well with the 
transition state of the nation….”56 Thus, as he portrayed Emma’s control over her 
emotions during her time of grief, Chase cast the Queen as evidence of Christian progress 
in Hawai‘i , closer in deportment and morality to Queen Victoria than to the apparent 
savages of other Polynesian islands. For instance, Emma’s reaction to the death of her 
husband as recorded by Chase helped differentiate the civilized Kingdom of Hawai‘i 
from somewhere like Fiji, where European and American observers were still appalled to 
witness funeral practices that they considered shockingly barbaric, including the 
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submission of the wives of Fijian chiefs to ritual strangulation following the deaths of 
their husbands. 57 
 Additionally, the virtuous Christian mother was an important emblematic figure 
among those who examined the much-discussed question of the “extinction” of the 
Native Hawaiian race, a theory that contended that the indigenous peoples of Hawai‘i 
would gradually die out and be replaced by those of European descent. However, well 
into the end of the century, some Protestant missionaries posited that the figure of the 
good, Christianized, Native Hawaiian mother could be the Islands’ one hope to avoid the 
disastrous regression into heathenism and decadence that they claimed would ultimately 
be the cause of such extinction. In 1860, the Reverend C.B. Andrews explained that 
Christianity was “not yet properly established in Hawai‘i,” and that the “cure” was “…the 
power of the enlightened CHRISTIAN MOTHER in her family.” He argued that “The 
virtuous family is the only relic of Eden left in humanity, and is needed for reinvigorating 
the Hawaiian people by its purifying influence…The moral character of every nation on 
the globe is almost an exact transcript of the mother who trained it.” If the “moral 
character of every nation,” is a reflection of its mothers, then the Hawai‘i pictured in 
Chase’s image, as represented by Emma, is one of which Reverend Andrews would have 
approved. As it was, Andrews did approve of Emma specifically, suggesting that she 
spearhead a movement to educate young Hawaiian girls and women in English-speaking 
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boarding schools, where they could be the beneficiaries of Western domesticity and 
Christian morality.58 
Thus, in Chase’s photo, as the mother of the crown prince, Emma is not just the 
mother of any child, but is metaphorically the mother of Hawai‘i’s future. And if the 
good Christian wife and mother is the pinnacle on which the extinction of Hawai‘i rests, 
the outlook for Emma’s Hawai‘i may appear hopeful—she is the rock of the family, 
firmly grounded and steadfast at the vertex of the triangle of father, son and mother. At 
the same time, Chase’s image is very much one of fracture and disintegration, and 
conveys a sense of distance that draws attention to Emma’s profound aloneness. For 
instance, we might compare Chase’s photo to something like Frederick R. Spencer’s The 
Clark Children (Fig. 1.9). In this 1846 painting, Spencer depicted the children of Ralph 
and Abigail Clark holding a portrait of their deceased five-year-old sister, Anna Mary. As 
Sarah Iepson has argued, in doing so, Spencer allowed viewers of the work to indulge in 
a fantasy where death has not occurred and “to imagine an existence unfettered by death 
or loss.”59 But while both Chase’s and Spencer’s images reunite living and dead family 
members within a single frame, the illusion of togetherness and the sense of glimpsing an 
alternate reality quickly falls apart in Chase’s image. Unlike Spencer’s painted portrait, in 
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Chase’s photo, the viewer rapidly becomes aware of the stark corporeal differences 
between Emma, her husband, and her son. In particular, the palpable, three-dimensional, 
living, breathing nature of Emma’s body stands in contrast to the flat painted effigy of her 
son. The difference in corporeality further emphasizes Emma’s singularity and aloneness, 
as the only one left earthbound and trapped in a human body. Since the bodies of the 
figures in Spencer’s painting all had to be imagined and retrieved in paint by the artist 
and his brush, the bodily difference between deceased Anna Mary and her siblings is less 
prominent. So too does the spatial separation of Emma, Albert, and Kamehameha create a 
sense of awkward distance in Chase’s photo. Unlike the children in Spencer’s painting, 
who huddle together in a tightly connected circle with one of the children physically 
touching the portrait of Anna-Mary, distinct spatial gaps exist between Queen Emma and 
those she has lost. Kamehameha and Albert’s photos are located high above Emma, well 
beyond her gaze, and the thick, black line of the frame enclosing Perry’s portrait creates a 
particularly solid visual barrier between Emma and Albert. Chase’s image conveys a very 
different message than an even more comparable image, George Washington Wilson’s 
1862 depiction of Queen Victoria, in which Victoria appears seated with her daughters 
Princess Louise and Princess Alice in front of a portrait of Prince Albert (Fig. 1.10). Like 
Chase’s image, the portrait of the deceased stands in as a proxy for the family’s lost 
husband and father and momentarily creates the illusion of an intact family. And also as 
in Chase’s image, this illusion is only temporary, as flat, painted Albert is a poor 
substitution for a human body. Yet, like the Clark siblings, Victoria, Louise, and Alice 




member. Unlike Emma, who is acutely alone, Victoria is surrounded by children who are 
capable of providing emotional support and who ensure the continuity of her lineage. 
Unfortunately, there was no such comfort for Hawai‘i’s Queen.  
 
A Sovereign Queen 
Perhaps, then, Chase’s image is not a particularly hopeful one, and rather 
anxiously contemplates the consequences of generational rupture and even possible 
extinction in a pessimistic tribute to a broken family lineage. The photographer captured 
both Emma’s personal grief as well as the uncertainty wrought by the death of Albert and 
Kamehameha IV regarding Hawai‘i’s future as a sovereign nation. As king and heir to 
the throne of an advantageously situated Pacific archipelago whose economic and 
military potential was becoming increasingly apparent, both father and son were 
lynchpins in a game of imperial geopolitics that was gradually unfurling across the 
region. Kamehameha IV had warily watched as nations such as England, France, and the 
United States turned their gaze to the various islands dotting the Pacific with only the 
most thinly veiled cupidity, and he had made his dedication to the preservation of 
Hawaiian sovereignty broadly evident. In doing so, he turned to Britain as an ally, and 
was said to express great scorn for America. 60 Crown Prince Albert was understood as 
another link in a chain that would further strengthen the monarchy, and his birth seemed 
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to ensure that those who sought to seize the Islands would have to bide their time for at 
least another generation. In 1861, one British visitor to Hawai‘i noted that “Politically, 
there are many reasons of the strongest kind against this being anything but an 
independent kingdom. In point of fact, its independence has been formally acknowledged 
by England, France, America, and, I believe, Russia—so that it would be a breach of faith 
to appropriate it, as the French have done Tahiti. Nevertheless, the Americans look 
forward to the day of annexation, but regard it as possible only in the event of this King’s 
death.” Given that the king was only twenty-seven years old with a “strong and hearty” 
constitution, she mused that such a turn of events could only occur far in the future.61  
 Only four years later, Lot Kapuāiwa ascended the throne as King Kamehameha V 
and cast whatever certainty had existed regarding Hawai‘i’s future international relations 
into doubt. The new sovereign was a lesser-known quantity who seemed to lack some of 
the personal flair of his younger brother, but it immediately became clear that he held 
many of his own strong convictions. Many foreigners perceived the new king as a curious 
mixture of European gentleman and superstitious Indigenous Hawaiian, as he revived 
several Native practices that had been suppressed since the early nineteenth century, such 
                                                        




as the performance of hula and the consultation of kahunas, Native shaman-wise men.62 
He began to reshape the monarchy from the day he took the throne, refusing to accept the 
existing constitution of 1852, and in 1864 ratified a new constitution that limited the 
power of parliament and increased his own authority. 63 Kamehameha V’s cabinet 
consisted of a mix of foreigners and naturalized citizens of foreign extraction that 
reflected a cross section of imperializing nations with interests in Hawai‘i. French 
diplomat Charles de Varigny took up the post of minister of finance, but was also joined 
by American cabinet members such as lawyer Charles C. Harris and Elisha Hunt Allen, 
who also became Chief Justice of the Honolulu Supreme Court. 64 A former US 
Representative for both Maine and Massachusetts, Allen served as US Consul to Hawai‘i 
under Millard Fillmore, and had become a citizen of the Kingdom of Hawai‘i  in 1853. 
Notwithstanding his citizenship status, prior to the succession of Kamehameha IV, Allen 
had looked excitedly towards the possibility of Hawai‘i’s annexation to the United States. 
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universal male suffrage by instituting property ownership requirements. 
64 Although Harris maintained his position as attorney general, a role in which he had served under 
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As a member of the cabinet of Kamehameha V, he began to slowly reintroduce the 
question by examining the possibility of establishing a Treaty of Reciprocity between 
Hawai‘i and America, even traveling to the US in 1864 in the midst of the Civil War for a 
discussion with Secretary of State William Seward and Abraham Lincoln. 65  
As for Emma, as Queen Dowager, she was afforded the respect due to the royal 
family but had no official role in state affairs. On one level, she appeared to accept the 
realities of widowhood, a condition which typically meant withdrawing from whatever 
social responsibilities or work a woman had derived from the position of her late 
husband. 66  Perhaps, as in the case of Queen Victoria, the public was to interpret the 
deeply personal imagery of Emma mourning in her widow’s weeds as a suggestion that 
the Queen was preoccupied by her grief and was therefore unable and unwilling to 
participate in politics.67 However, in 1865, Emma embarked upon a trip to Europe that 
proved confusing to those who attempted to gauge the former Queen’s involvement in 
Hawaiian international relations. In England, Emma met with Queen Victoria at Windsor 
Castle, as well as with notable members of the Anglican church including the Archbishop 
of Canterbury, before departing to the South of France.  Some observers were satisfied to 
view the trip as a whim, a grand adventure that might provide Emma with some 
distraction from her grief. Largely, commentary on the trip produced in both the United 
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States and Britain characterized Emma as a general emissary of Hawaiian civility, as in 
the case of Harper’s Weekly, which drew attention to her ladylike refinement, European 
habits, and white ancestry.68 The front page provided an engraving of Chase’s photo of 
Emma gazing at the portrait of Kamehameha IV and described the Queen as a poised and 
amiable figure who enjoyed the affection of the Hawaiian people (Fig. 1.11). Emma’s 
portrait contrasts with those of the two male figures pictured beneath her—Brevet 
General Nathaniel A. Miles, commander of the fort tasked with imprisoning ex-
Confederate President Jefferson Davis, and Elisha Bingsland, Chief Engineer of the New 
York Fire Department. In opposition to Emma’s demurely lowered gaze, these figures 
pose with squared shoulders and forcefully stare out from the pages of the magazine. The 
combination of visual and verbal descriptions of Emma in Harper’s therefore implicitly 
suggested that while Queen was the embodiment of admirable female qualities such as 
grace and even-temperedness, as a grieving widow, she was unlikely to be emotionally 
equipped to engage in the inherently masculine games of political intrigue or leadership. 
 Several British publications were similarly fascinated by Emma’s genteel 
bearing, and declared her distinctly “English.”69 The notion that Emma modeled herself 
after Queen Victoria was not lost on her audience abroad, and observers in both the US 
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and Europe went so far as to refer to the pair as “Sister Queens.”  It was well known that 
the two women were friends and correspondents who had bonded over their shared 
experiences of losing husbands and children.70 For the most part, the equation of Emma 
and Victoria focused on their shared grief or on their similar clothing styles. In general, 
comparisons tactfully avoided suggesting that the Hawaiian Queen could be afforded any 
of the political influence wielded by her friend.71 Nonetheless, some were less content to 
view Emma as a genteel woman who was merely enjoying a holiday or undertaking a 
personal religious pilgrimage, and they became suspicious that the Queen Dowager might 
have ulterior motives. Britain’s Colonial Church Chronical and Missionary Journal 
wondered: “Is it a political mission that has been entrusted to her and to the Hawaiian 
Ministers of State by whom she is accompanied? Is it religious propagandism of some 
kind at the bottom of the voyage half round the globe which she has accomplished? Or is 
Her Majesty come on what in juxtaposition with royalty it is simply impossible to 
describe as a begging errand?”72 The New York Times also suspected that it was difficult 
to separate Emma from politics, noting that the “hospitable reception” afforded the 
Queen was perhaps, “…less a tribute to the lady or her rank than an index of the desire of 
our selfish cousins to have a friend in court who may aid in giving preponderance to 
                                                        
70 Queen Emma to Queen Victoria, 1863, quoted in Rhoda E.A. Hackler, “’My Dear Friend’: Letters of 
Queen Victoria and Queen Emma,” Hawaiian Journal of History 22 (1988): 106-109. 
71 Considering Emma’s tendency to dress in plain black, unadorned by jewelry, the American 
Phrenological Journal concluded that “In fact, she can be compared to no royal personage in her style and 
general appearance unless to Queen Victoria.” See “Emma, Queen of the Sandwich Islands,” American 
Phrenological Journal and Life Illustrated 44.3 (September 1866): 81.  




English trading interests in the Islands.” According to the Times, Emma was still a 
nebulously political figure who could be manipulated by America’s imperial competitors. 
The paper especially decried the fact that the Queen Dowager appeared to be 
perpetuating her late husband’s clear preference for Britain over the United States. 73 
Kamehameha V himself recognized that his sister-in-law’s trip might provoke some 
raised eyebrows and requested that she visit the United States to quell American 
suspicions before she returned to Hawai‘i. In a letter to Emma, he urged her to “…show 
that your visit to Europe was not of any political purpose, but for private purposes. They 
[Americans] are a very sensitive people, and your visiting them will disarm all the lies 
and insinuations directed against our family from what they say of our dislikes of that 
country.”74 Emma obeyed the king and visited the United States, where she met with 
President Andrew Johnson and visited popular touristic sites such as Niagara Falls. 
 When Kamehameha V spoke of the “lies and insinuations directed against our 
family,” he referred to an already existing argument that tied the Queen Dowager’s 
“Englishness” and religious preferences to imperial politics. Hawai‘i’s constitution 
forbade the institution of an official state religion, but Emma and Kamehameha IV had 
never made any attempt to hide their devotion to the Anglican Church. In 1859, the royal 
couple had written to Queen Victoria, requesting that a member of the clergy be sent to 
Hawai‘i.  In consultation with the leaders of the Church, Victoria opted to send more than 
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a simple clergyman and ordered Bishop Thomas Nettleship Staley to the Islands to 
preside over the formation of a new branch of the Episcopal Church in Hawai‘i, known as 
the Hawaiian Reformed Catholic Church.75 Emma and Kamehameha also requested that 
Queen Victoria herself act as baptismal sponsor to their son. In a highly public display of 
international favor, Victoria agreed. 76  
 Unsurprisingly, the arrival of Bishop Staley and the Reformed Catholic Mission 
in 1862 ruffled the feathers of the already comfortably established American 
Congregationalist Mission. The friction between the British and American missions in 
Hawai‘i can be described in terms of differing theological tenets, but it is equally clear 
that the clash between Congregationalism and the Reformed Catholic Church became a 
proxy for America and Britain’s struggle for political clout in the Islands.77 Since the 
1820s, American Congregationalists had enjoyed nearly complete religious control over 
Hawai‘i , which in turn extended to a certain level of political influence. 
Congregationalists such as Gerrit P. Judd played a key role in nurturing an ideological 
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shift towards Republicanism that had occurred under Kamehameha III, which culminated 
with the ratification of the Constitution of 1852 and the institution of a more democratic 
government that curtailed some of the executive power of the Crown.78 Kamehameha 
III”s Congregationalist advisors described Republicanism in broad terms related to 
greater human liberty and the general appeal of democracy as a fundamental human right. 
At the same time, a weakened monarchy would also be easier to manipulate towards 
annexation, a goal that many Americans already had in mind in the 1850s.79 
In contrast, Kamehameha IV and Queen Emma were staunchly anti-Republican, 
and believed that British favor would help protect the Islands’ sovereignty by deflecting 
American attempts at annexation. Their request for an Anglican clergyman was an 
expression of faith as well as a clear means of creating a British buffer that could prove 
useful if it became necessary to halt American encroachment in the Islands.80 For his own 
part, British consul-general Manley Hopkins felt that that the arrival of the Reformed 
Catholic mission could loosen the stranglehold of the American missionaries and might 
alleviate that group’s tendency to fashion themselves as  “amateur law-makers and 
constitution-manufacturers” to positive effect. Hopkins did not necessarily believe that 
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Hawai‘i should be entirely independent of foreign political influence, but he decried the 
blurry line that had existed between religion and politics in Hawai‘i for the past several 
decades and castigated those who shrouded their political ambition in the guise of 
religious work. 81 Naturally, American critics of the Reformed Catholic mission levied an 
identical complaint at the British faction, arguing that the arrival of Bishop Staley was 
merely a thinly veiled attempt to curry political favor from Hawai‘i’s royal family in 
preparation for Britain’s eventual seizure of the Islands. Staley vehemently denied that 
his mission was at all connected to imperial ambition and staunchly declared that he was 
an entirely apolitical figure who answered to God alone.82 Still, it is understandable that 
the Congregationalists were suspicious of the motives of the Reformed Catholic Church; 
in spite of Staley’s protestations, the fact remained that in 1862, bishops of the Church of 
England were only consecrated to foreign sees that were official colonial possessions of 
the British Empire.83  
In the midst of this religious and political imbroglio, and notwithstanding that 
Kamehameha V seemed possibly more amenable to negotiations with the United States, 
Emma’s trip to Britain and her warm reception by Queen Victoria and high ranking 
members of the Anglican clergy troubled some American boosters who could not quite 
grasp how the Queen Dowager fit into the current landscape of Hawaiian politics. How 
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much influence could she possibly exert over the King? And even more alarmingly, what 
if she herself harbored political ambitions? The possibility became even more concerning 
in 1866, when the death of Princess Victoria Kamamalu left Kamehameha V with no 
direct successor of Kamehameha blood. When the King died in 1872 without designating 
an heir, the constitution stipulated that the next monarch must be chosen by election. Two 
candidates for the throne emerged: the cousin of Kamehameha V, William Charles 
Lunalilo, and David Kalākaua, who was more distantly related to the House of 
Kamehameha.84 In January of 1873, Lunalilo assumed the throne after an overwhelming 
victory, and his endearing personality and commitment to democracy led to the use of the 
affectionate monikers “King Bill” and “the People’s King.”  
 Lunalilo died in February of 1874, having reigned for little more than a year, and 
without naming a successor. Hawai‘i once again faced a monarchical election, and this 
time Emma staked her claim to the throne. She and her supporters contended that even 
though the late King had never offered any official decree, she had been Lunalilo’s first 
choice as successor.85 Her main opponent was Kalākaua, who found himself better poised 
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for victory than in the previous election. Once again, the struggle between American and 
British interests in the Islands were at the forefront of Hawaiian politics. By the 1870s, 
foreign relations with the United States had been further complicated by the issue of a 
potential signing of a Treaty of Reciprocity, a free trade agreement that proposed the 
elimination of import tariffs on agricultural products grown in the Islands, with sugar 
being the most important commodity. From one perspective, such a treaty could benefit 
Hawai‘i by creating a steady market for Hawaiian sugar in the United States, where 
import tariffs currently rendered the product prohibitively expensive.  At the same time, 
since the bulk of Hawaiian sugar plantations were operated by Americans, such a treaty 
would also likely lead to the exponential growth of American business in Hawai‘i, 
potentially rendering the Islands’ economy uncomfortably dependent on US purchasing 
power. During the Election of 1874, Kalākaua was understood as considerably friendlier 
to American business and Reciprocity. Emma was still known to favor Britain, and her 
staunch monarchism and dedication to preserving Hawaiian independence made her wary 
of allowing the further growth of American business prospects in the Islands. She feared 
that Reciprocity would pave the way for American annexation and place the final nail in 
independent Hawai‘i’s coffin. As a result, Emma enjoyed the particular support of Native 
Hawaiians who considered the preservation of independence of utmost importance. 86 
Emma lost the legislative election thirty-nine votes to six, resulting in a courthouse riot 
carried out by her supporters that was quelled by American and British marines docked in 
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Honolulu Harbor. Following this unrest, Kalākaua quietly assumed the throne without the 
elaborate trappings of an official coronation.  
The gradual arc of Emma’s transition from implicit to overt political life leads us 
to consider another set of portraits of the Queen Dowager taken by Colombian 
photographer Andreas Avelino Montano.87 After opening his own studio at the corner of 
Honolulu’s Fort and King Streets in 1877, Montano quickly became one of the royal 
family’s favorite photographers. In 1880, he displayed a sixteen- by twenty-inch portrait 
of Queen Emma in the window of his centrally located Honolulu showroom, where he 
also offered it for sale in smaller cabinet sizes (Fig. 1.12). Emma stands with regal poise 
against a painted background that creates the illusion of a palatial marble hall. She wears 
a dark gown with an elaborately ruffled train accented by a royal sash running diagonally 
across the bodice, which she further adorned with her favorite tiger claw necklace, a gift 
from an Indian maharaja. The overarching atmosphere of the portrait is one of 
sumptuousness and luxurious tactility, as the space is alive with textures and rich 
materials such as velvet, silk, precious metals, exotic woods, and marble. To the right of 
the Queen Dowager, just discernible in the background, is a framed oval portrait. If we 
look at a slightly different version of this particular print, it becomes easier to determine 
that the image is again that of Kamehameha IV, after Richard James Lane’s 1861 
engraving of the King (Figs. 1.13 & 1.14). Just beside Emma is an ornately chased silver 
vessel that sits on a carved side table. A focal point of the image, the bright metal object 
                                                        





catches the light and stands out against the smooth, dark wood of the table and Emma’s 
dark dress. This silver cup is not a random studio prop. It is one of Emma’s most 
cherished possessions, a christening cup that arrived with Bishop Staley in 1862, the gift 
of Queen Victoria in honor of the baptism of her godson Prince Albert. Engraved on one 
side with a motif of charioteers and on the other with the inscription “The Gift of her 
Majesty the Queen,” the two-and-a-half foot cup stood in a place of honor beside the 
Prince’s coffin at both his public laying-in-state as well as at his private funeral.88 Emma 
also prominently displayed the cup at her own baptism, a reminder, as one observer put it, 
of Albert’s “…untimely death without possessing the same privileges as his royal 
mother.” 89   
In many ways, this image functions similarly to the portraits of Emma produced 
by Henry Chase some fifteen years previously, as a memorial to the Royal Family that 
elicited sympathy for the Queen Dowager’s loss. Even though Emma is the only 
surviving figure to appear in the image, we could once again consider the photograph a 
family portrait with the cup as a stand-in for the deceased prince. As in the earlier photos, 
the portrait of Kamehameha IV and the silver cup are merely cold, lifeless proxies for 
human bodies that emphasize Emma’s singularity as the only member of the family who 
remains in flesh and blood. Another version of the portrait similarly gestures at the 
Queen’s tragedy. In this image, Emma stands in the same dress and sash, while a wider 
field of view allows us to appreciate the full effect of her draped train. Here, she also 
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wears a tiara that also further emphasizes her royalty (Fig. 1.15). The christening cup still 
sits to Emma’s right on a slightly different table, and to her left is a heavy chair of dark 
wood with a carved crest rail. Although chairs appear as common props in studio 
portraits of the era, a vacant chair was also a stock symbol of Victorian grief. In 1884, 
four years after Montano produced his portrait of Queen Emma, an image titled “The 
Empty Chair” appeared in the popular weekly illustrated British newspaper the Graphic 
(Fig. 1.16). In this scene, an anonymous woman turns her back on the viewer and bows 
her head as she stands beside a vacant chair and writing desk. A loyal dog whose 
drooping posture echoes that of the grieving figure adds to the sentimentality of the 
picture. The picture, the newspaper explained, was meant to be intentionally vague and 
open to personal extrapolation, noting that  
This is a picture to which different persons may give different interpretations as 
regards the position held by the personage who formerly occupied the chair, and 
for whom the young lady and her four-footed companion are mourning with 
perhaps equal intensity and sincerity. We do not even know the sex of the person 
in question, but we may presume that he was a man, that he died young, or at least 
in the prime of his life, and that he stood in a very intimate relation—as husband 
or lover—to the fair girl who stands so disconsolate beside ‘the empty chair.’ 90 
Nor was it only in Britain that this symbol of grief emerged. The association between a 
grieving female, an empty chair, and premature death was equally significant in the 
United States, where the motif became especially prominent as a component of Civil 
War-era mourning culture. In 1861, Henry S. Washburn composed a poem titled “The 
                                                        




Vacant Chair,” which was set to music  the following year by George F. Root.91 
Washburn and Root used the domestic imagery of a vacant chair at a Thanksgiving 
gathering to dramatize a family’s grief over the death of a son in battle.92 A set of 
illustrated sheet music for the song provided two different visions of the vacant chair 
(Figs. 1.17-1.19). At the top of the page, a seat remains empty at a large family meal, 
echoing the lyrics of the song: “We shall meet but we shall miss him. There will be one 
vacant chair.” To the right, slightly lower down, is an additional illustration in which a 
woman bows her head over an empty armchair in a more solitary, intimate expression of 
grief that is similar to the later image in the Graphic. An entirely different set of sheet 
music for the same song recalls the type of mourning images discussed earlier in this 
chapter. Here, as in the photographs of Queen Emma and Queen Victoria in mourning 
from the 1860s, a woman gazes up at the portrait of her deceased loved one, but the 
additional detail of an empty chair further heightens the sense of absence and adds an 
additional layer of poignancy (Fig. 1.20).  
 The empty chair in Montano’s photograph also once again underlines Emma’s 
status as grieving mother. In his 1848 poem “Resignation,” Henry Wadsworth 
Longfellow referred to the image of a vacant chair as he mused upon the death of his 
seventeen-month-old daughter Fanny, beginning with the lines: 
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There is no flock, however watched and tended, 
  But one dead lamb is there! 
There is no fireside, howsoe'er defended, 
  But has one vacant chair!  
Longfellow’s description of his grief seems to have resonated with readers, as snippets 
from “Resignation” became popular inscriptions for tombstones following the poem’s 
publication.93 As such, the chair in Montano’s portrait could be read as a proxy not just 
for Kamehameha IV, but also for Albert, alluding to the throne that the little prince never 
had the opportunity to assume.   
 In addition to serving as a broadly popular symbol of mourning, the vacant chair 
had also long since become a motif that memorialized particular genius or celebrity. After 
the death of Sir Walter Scott in 1832, historical painter and Royal Academician William 
Allan produced a work titled The Empty Chair, Abbotsford (Fig. 1.21).94 Set in the 
breakfast room at Scott’s residence at Abbotsford, Allan’s scene portrays the late author’s 
daughter keening over an elaborately carved armchair. Behind her, an older man—
usually identified as a butler or servant—watches over her attentively, holding a cup of 
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tea.95 Overall, the objects in the room capture the complexity of the daughter’s grief as 
they evoke a kind of absence that hovers between temporariness and permanence. Along 
with the empty chair, Scott’s highly personal collection of knickknacks scattered 
throughout the room and the table set for tea suggest that the author has only briefly 
stepped out of the breakfast room. Yet in the context of Scott’s death, the butler who 
offers the weeping daughter her own cup of tea underscores the morbid tragedy of tea for 
two with only one guest living. As Allan’s painting circulated in print form, the vacant 
chair became somewhat of a relic associated with Scott. Visitors to Abbotsford flocked 
not to the breakfast room but to the study, where they encountered some of the author’s 
most famous belongings. There, they absorbed the aura of the deceased, with Scott’s 
empty armchair at his desk as the main attraction.96 The empty chair remained 
emblematic even as time wore on; in 1860, nearly thirty years after Scott’s death, the 
Illustrated London News published a depiction of the Empress Eugénie, wife of Napoleon 
III, and her retinue gazing reverently at the armchair during a visit to Abbotsford (Fig. 
1.22).97 Ten years later, the motif appeared again in homage to yet another late literary 
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titan. In June 1870, William Henry Boucher memorialized Charles Dickens in the humor 
magazine Judy with the illustration “The Empty Chair” (Fig. 1.23). In this depiction of an 
unoccupied chair pushed back from a writing desk, a pen lays atop of several sheets of 
paper as if set aside by the momentarily absent author mid-thought. Vignettes of 
characters from Dickens’ works that surround the desk and chair mark the spot as the 
wellspring of the writer’s genius. Soon thereafter, Samuel Luke Fildes’ produced a 
painting titled “The Empty Chair, Gad’s Hill—Ninth of June 1870” that was reproduced 
in the Graphic, again presenting the image of an empty chair as a poignant reminder of a 
once-vibrant life snuffed out (Fig. 1.24).98 In Allan, Boucher, and Fildes’ images, the 
empty chair embodies legacies that were so powerful that they lingered well after the 
death of an individual. In Montano’s portrait, the empty chair beside Emma similarly 
stands as a reminder of the persistence of Kamehameha IV’s own legacy, one which she 
herself sought to protect.  
By the time that Emma sat for Montano, a vacant chair had also been deployed as 
an overt political symbol, at least in the United States. In May 1856, Massachusetts 
senator Charles Sumner, a staunch abolitionist, delivered a speech in which he excoriated 
Southern slaveholders and scathingly professed their inhumanity in denunciation of the 
Kansas-Nebraska Act. Two days later, Democratic Representative Preston Brooks 
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attacked and brutally beat Sumner unconscious with a cane as he sought revenge on 
behalf of his relative Andrew Butler, a South Carolina senator whom Sumner had singled 
out in his speech. During Sumner’s three-year-long period of convalescence, many 
Republicans drew attention to the symbolic value of his empty seat on the floor of the 
Senate chamber as a constant reminder of the slaveholding South’s brutality and 
disregard for reasonable discourse. 99 The vacant chair became a potent symbol attached 
to Sumner; upon his death, an illustration of the chair appeared on the front page of the 
April 4, 1874 edition of Harper’s Weekly. Harper’s did not offer specific commentary on 
the image, but with the end of the Civil War not quite a decade in the past, Sumner’s 
chair still easily evoked the memory of a political precipice and a government in 
discord.100  Incidentally, it was the same issue of Harper’s that reported Kalākaua’s 
victory over Queen Emma in the election of 1874 (Fig. 1.25).  
Thus, a viewer can reasonably interpret Montano’s photograph as yet another 
attempt to situate Queen Emma within a framework of genteel widowhood and 
motherhood within a broader context of European and American mourning portraits. But 
at the same time, Emma was not an anonymous a widow or mother; she was also a 
political voice who continued to maintain the principles that she and her husband had 
espoused during his rule. In this light, although Montano’s image recalls the genre of 
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mourning portraits, the viewer might consider how the photograph deviates slightly from 
some of the conventions associated with the vacant chair as a symbol of grief. For 
instance, Emma’s frontal positioning with her back to the unoccupied chair is intriguing. 
Typically, as in the images discussed above, the bereaved is portrayed keening over the 
chair, bowed towards it in a close physical connection. Emma, however, stands erect, 
boldly addressing the camera with her gaze. Compared to her earlier portraits, her bearing 
is not one of all-consuming mourning. With her back to the chair, we might even 
interpret her as poised to sit on this throne-like chair.  
By the time Montano displayed this photograph, Emma had long since lost the 
election of 1874, but her relationship to the monarchy was still complicated. Emma 
indicated that she had fully retired from politics and respected the results of the election. 
Nonetheless, discussions surrounding the Queen Dowager’s possible right to the crown 
had not entirely subsided, and some of her most vocal supporters still believed that she 
could possibly ascend to the throne.101 In 1880, a heated dispute occurred within the 
Hawaiian-language press regarding the royal lineages of Emma and Kalākaua. The paper 
Ko Hawai‘i Pae‘āina supported Emma as the candidate with the closest blood ties to the 
ancient chiefs of Hawai‘i and maintained her as the stronger claimant to the throne. 
Another publication, Ka ‘Elele Poakolu, rejected the claim that Emma was descended 
from Keli‘imaika‘i, the half-brother of King Kamehameha I, and argued that Kalākaua 
was still the rightful heir. In turn, Ko Hawai‘i Pae‘āina vehemently denied this 
                                                        





accusation and produced genealogical narratives and charts that traced Emma’s lineage as 
far back as the 15th century. The veracity of any these claims is less relevant than the idea 
that such genealogical squabbling is evidence that even ten years after her unsuccessful 
bid for the crown, a vocal group still firmly believed that Emma was the rightful ruler of 
Hawai‘i. As the Ko Hawai‘i Pae‘āina pronounced, “Here is the Hawaiian people with 
their thoughts, to treasure her to this day. Their hands are forever greeting her and 
awaiting for the day she comes before us, on each one of the islands.”102 For some 
Hawaiians, Emma continued to embody a much-cherished desire to safeguard their 
sovereign kingdom. 
In addition to the vacant chair alluding to the throne and evoking a moment of 
political discord in a symbolic fashion that recalls Charles Sumner, Queen Victoria’s 
christening cup also gestured at Emma’s political convictions. The cup was a politically 
charged object, hardly a merely decorative or sentimental trinket devoid of significance. 
It was a symbol of the pro-Monarchy, anti-Republican sentiments that formed the basis 
for Emma’s long-standing but controversial rejection of the United States in favor of 
Britain. In their private correspondence with Queen Victoria following Albert’s death, 
both Emma and her husband professed that they considered the gift a tangible 
representation of the goodwill extended between Britain and Hawai‘i.103 They had also 
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made these feelings obvious to the public by prominently displaying the cup at Albert’s 
laying-in-state and funeral. Sitting in a place of honor beside traditional kāhili, the 
feathered standards were a mark of noble, ancient Hawaiian lineage permitted only to 
royalty, and the christening cup was a clear declaration of the royal couple’s connection 
to the British crown, suggestive of an unofficial alliance between Hawai‘i and Britain. 
The cup had elicited a strong reaction from at least one American observer, who 
interpreted Victoria’s sponsorship of Prince Albert as a grave insult towards the 
American missionaries in Hawai‘i. He argued that the “…cordiale entente toward this 
modest empire, can only find satisfactory interpretation on the supposition of prospective 
political influence and interference by British cupidity.” The Queen, he grumbled, ought 
to be more grateful for the work of American missionaries who had raised her people out 
of barbarity, and who were therefore responsible for her own current elevated state.104  
As recent scholarship of the Kalākaua era has demonstrated, the monarch was 
highly attuned to the persuasive power of displaying objects that validated his kingship 
and used venues such as ‘Iolani Palace and the National Museum as repositories for items 
that underlined his genealogical right to the crown and affirmed his political ambitions.105 
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Furthermore, as Stacy Kamehiro has also noted, material objects, particularly those 
associated with Hawaiian royalty that were passed down from generation to generation, 
were often understood as being imbued with especial divine power or mana.106 Thus, it 
seems reasonable to consider how Emma, Kalākaua’s rival for the throne, might have 
embraced similar tactics, displaying carefully chosen objects that underlined her political 
objectives and right to rule. Although Queen Victoria’s christening cup is not an ancient 
Polynesian treasure, as an object passed from one ruler to another, it could still be 
understood as a material manifestation of hereditary power. It reminded viewers that 
Emma was the member of not one, but two, royal “families”—she was both heir to an 
ancient chiefly lineage and “sister queen” to Victoria. The cup suggested that Emma had 
been drawn into the inner circle of European monarchical power far more intimately than 
Kalākaua, perhaps rendering her more capable of negotiating the increasingly delicate 
relationship between Hawai‘i and the West. 
Unlike Chase’s earlier image, the Emma who appears in Montano’s photograph is 
far more assertive and confident as the closest living descendent of Kamehameha the 
Great. She stands erect, boldly facing the camera. Emma does not shy away from her 
royalty, and her surroundings, posture, and adornment all speak to her wealth and 
privilege, something that was not lost on contemporary viewers who perceived the 
image’s distinct air of royal confidence. A writer describing the photo for the Hawaiian 
Gazette was struck by Emma’s regal composure, noting that “The portrait is a full length 
                                                        




and represents Her Majesty in a commanding position, standing, with her dress train 
sweeping into the foreground; the features and figure are admirably clear; any stranger 
seeing it would at once say ‘How queenly!’”107  A writer for the Saturday Press agreed, 
also using the word “Queenly” to describe Emma’s attitude.”108 Once again, the imagery 
of Queen Emma mirrored that of  Queen Victoria. While photos from the 1860s tended to 
portray both women as demure wives, mothers, and mourning widows, by the 1880s, 
both Emma and Victoria presented the public with considerably more regal impressions. 
Just as the Victoria who appears in crown and elegant regalia in an 1882 portrait by 
Alexander Bassano is a reinvention of the modest widow as the “Great White Empress,” 
the Queen Emma who appears in Montano’s photo exudes a distinct air of confident 
imperiousness (Fig. 1.26).109  Her poise suggests that this is a woman who would be 
prepared to assume the duties of a Queen, and also contests the characterization of 
Hawai‘i as a primitive and weakly effeminate nation in need of rescue by a Western 
savior. 
 Yet, despite Emma’s assertiveness, her relationship to the “throne” in this portrait 
remains ambiguous, especially if we compare the portrait to contemporaneous photos of 
Princess Lili‘uokalani  also taken by Montano. At the time, Lili‘uokalani was not yet 
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Queen, but was the heir to her brother King Kalākaua. The Hawaiian Gazette described 
one such photo as a “companion picture” to Montano’s portrait of Emma (Fig. 1.27). 110 
When a viewer considers these portraits together, the interpretive possibilities evoked by 
the chair behind the Queen Dowager become even more complex, as the pairing demands 
further contemplation of the relationship between Emma’s chair and Lili‘uokalani’s 
throne. In Lili‘uokalani’s portrait, an ahu ʻula—the feathered cloak permitted to only the 
highest ranking men of the ali‘i, or chiefly class—draped across the throne of 
Kamehameha III adds a layer of assurance, declaring that Lili‘uokalani is the heir to the 
true seat of royal authority. The finial of Emma’s chair visually echoes the crown that 
caps Lili‘uokalani’s throne, and the chair now recedes as a pale imitation, a less robust 
version of the true throne. Similarly, in another portrait by Montano, Lili‘uokalani stands 
erect beside a throne with an even more prominently displayed ahu ʻula (Fig. 1.28). 
Whereas Emma stands a few steps away from the chair in her own portrait, here 
Lili‘uokalani  securely rests her arm and hand on the throne. The connection between the 
Princess and the royal object is strong and solid, conveying Lili‘uokalani’s certainty of 
her royal privilege. As it was, Lili‘uokalani  was sure that she warranted further prestige 
than the Queen Dowager; in 1882, when an official coronation ceremony was finally held 
for Kalākaua, she was shocked to find that her brother had ranked her as one step lower 
in precedence than the Queen Dowager, whom he declared equal in royal privilege only 
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to the current Queen, Kapi‘olani, just below himself. Outraged, Lili‘uokalani  agreed to 
attend the coronation, but refused to participate in the celebratory state dinner.111  
 On the other hand, as Emma turns her back on this pseudo-throne, perhaps her 
position and distance is not a reflection of uncertainty or tentativeness but a gesture of 
rejection. By the 1880s, even though Emma’s relationship with King Kalākaua was not 
inimical, it was still coolly cordial and she remained critical of his foreign policy.  Given 
her long-held concern for sustaining Hawai‘i as an independent monarchy, she continued 
to regard Kalākaua’s political policies with unease, suspecting that he was not fully 
dedicated to maintaining the Islands’ sovereignty. In 1881, Kalākaua departed on a 281-
day world tour in which he circumnavigated the globe, visiting countries throughout 
Asia, Africa and North America. Ostensibly, a key goal of the trip was to recruit contract 
laborers from Asian nations to support Hawai‘i’s rapidly growing plantation economy. 
Emma, however, believed that the King had an ulterior motive. In her diary, she mused 
that there was a “latent feeling of suspicion in the minds of foreigners” as well as Native 
Hawaiians that the purpose of the trip was to “further some secret agreement arranged 
between [Minister of Foreign Affairs] Mr. Moreno and himself, may be to sell these 
Islands….”112 In response to the rumors, British consul James Wodehouse showed Emma 
a report in which American Secretary of State James G. Blaine proclaimed the United 
States’ unquestionable right to annex the Islands. Responding to Wodehouse, Emma 
                                                        
111 Kanahele, 353. Writing to her brother in dismay, Lili‘uokalani  declared that “…it had made us (sister 
and myself) feel that we would not be doing justice to ourselves should we permit the Queen Dowager 
Emma to take precedence to ourselves in any State occasions in the future.”  




expressed her extreme reservations concerning the future relationship between Hawai‘i 
and the US: 
The sudden and bold uncovering of America’s long cherished wish (which they 
have always denied) to possess these Islands…has caused me great, great grief 
and anxiety…I consider that America is now our open enemy, and that to England 
would be our natural course to look for strengthening, and that as we have 
bounden friends in England and France, America cannot carry out her high-
handed policy with regard to these Hawaiian Islands…The Native 
Hawaiians…are one with me in the love of our country, and determined not to let 
Hawaii  become part of the United States of America. We have yet the right to 
dispose of our country as we wish, and be assured that it will never be to a 
Republic!113   
Emma remained convinced that friendship with England might remain one of Hawai‘i’s 
only recourses for resisting American annexation. She was probably mistaken, given that 
once the US made a true attempt to claim the Islands, halting the seizure would likely 
have required Britain to engage in armed conflict with America, something that it would 
almost certainly have been unwilling to do. Nonetheless, Emma was hardly the only one 
who believed that Kalākaua was interested in more than foreign labor recruitment and 
sightseeing. Kalākaua’s travels sparked a bevy of rumors that speculated that the world 
tour was nothing more than a sales pitch in which the King sought to auction off Hawai‘i 
to the highest bidder. 114 The July 27, 1881 edition of the San Francisco satirical 
magazine the Wasp poked fun at Kalākaua using this very sort of imagery in a cartoon 
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titled A Liliput Kingdom for Sale Cheap (Fig. 1.29). In this image, the King appears as an 
auctioneer who offers Hawai‘i to an eager group of international bidders, including Uncle 
Sam, Queen Victoria, and the German-American sugar magnate Claus Spreckels seated 
atop a crate of his own product. Like Emma, the author of this cartoon suggested that the 
Kalākaua would part with his kingdom if the price was right.  
It would still be over a decade until the United States actually annexed Hawai‘i, 
but even more so than during the Election of 1874, the threat seemed more real and more 
imminent than ever before by the early 1880s. Since Montano’s image was placed on 
display at precisely this moment, it seems reasonable to consider how Emma’s physical 
position in relationship to the throne and Queen Victoria’s gift mirrors her anxieties 
regarding the current state of Hawai‘i’s international relations. With her back to the 
unoccupied seat, the neglected and usurped “throne,” Emma rejects the policies of 
Kalākaua and clings to the values that she had established with her late husband. As she 
turns toward Victoria’s cup, she recalls her continued conviction that friendship with 
England might be the only way of halting Kalākaua’s determination to precipitate the 
disastrous consequence pictured to her left—an empty throne, the loss of her late 
husband’s legacy, and the end of the Hawaiian monarchy.  
Conclusion: a Spectrum of Queenliness 
 As Emma was a much-photographed subject, there are more portraits of the 
Queen Dowager that are available to the historian for interpretation. But even this small 




visions of “queenliness,” to borrow the terminology of A.A. Montano’s late nineteenth-
century viewers. Her performance of royalty evolved as her private circumstances, 
political ambitions, and position in relation to the Hawaiian crown shifted over time. She 
occupied a multitude of roles, poising herself as a grieving Christian widow, doting 
mother, political voice, and potential sovereign. And as photographs such as Montano’s 
1880 portraits demonstrate, she often vacillated between these roles within a single 
image. Emma maintained a deft juggling act as she endeared herself to popular 
conceptions of genteel womanhood while also fashioning a persona that attempted to 
satisfy Western expectations of female political rule in the vein of Queen Victoria.  
Of course, the paucity of information regarding Emma’s involvement in the 
photographic process makes it difficult to evaluate the Queen’s intentions with any 
certainty. Are Emma’s portraits actually a personal rebuke of Kalākaua and the US? Or 
are they more accurately a reflection of the vision of the photographer? To what extent 
were the images simply informed by the whims of fashion and the conventions of studio 
photographs? These are all valid questions to ask. However, even if the interpretations 
posited in this chapter wander too deeply into the realm of guesswork or coincidence, 
perhaps they still remain convincing in their assertion that it is misguided to immediately 
dismiss Emma’s photographic persona as politically impotent. In The Pacific Muse: 
Exotic Femininity and the Colonial Pacific, Patty O’Brien has argued that Emma’s self-
fashioning after Queen Victoria was a reflection of largely apolitical Anglophilia. She 
notes that unlike a figure such as Tahitian Queen Pōmare IV, “Queen Emma did not rule 




potential.”115 Yet, to assume that Emma’s political potential was limited based upon the 
fact that she did not successfully secure the crown does not give due attention to the 
Hawaiian citizens, and to the many Native Hawaiians in particular, who considered 
Emma the most compelling and rightful heir to Lunalilo well into the 1880s. Even setting 
the election of 1874 aside, so too does such a statement minimize Emma’s influence on 
politics as a peripheral, nebulous figure. When Emma embarked upon her travels in 1865, 
she held no official political power, but her ambiguous self-fashioning nonetheless set 
many international observers on edge, shaping an already intensifying conversation 
regarding the urgency of potential annexation. Then and until her death in 1885, Emma’s 
political potential was perhaps unusual given that she was a multiethnic Hawaiian woman 
on the cusp of royal power, but it was hardly insignificant.  
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Fig. 1.1 Cartes de visite attributed to the photo album of Queen Emma of Hawai‘i, c. 1865-1885. Pictured 
at bottom left are Prince Albert, King Kamehameha IV and Queen Emma. Cowan’s Auctions. 
 
 
Fig. 1.2. Henry Chase, Prince Albert Edward Kauikeaouli Leiopapa a Kamehameha in his fireman outfit, 
























Fig. 1.3. Enoch Wood Perry, Jr. The Prince of Hawaii, 1864. Oil on canvas, 30 x 25 in. Bernice Pauahi 
Bishop Museum. 
 
                 




             
Fig. 1.5.                                                                           Fig. 1.6 
Henry L. Chase, Queen Emma in Mourning, c. 1865.   Henry L. Chase, Queen Emma in Mourning, c. 1865 
Hawai‘i State Archives.                                                  Bernice Pauahi Bishop Museum.  
 





         


















































Fig. 1.9. Frederick R. Spencer, The Clark Children, 1846. Oil on Canvas, 72 ¼ x 60 ¼ in. New York 
Historical Society.  
 
 
Fig. 1.10. George Washington Wilson, The Queen, Princess Louis of Hesse and Princess Louise, Balmoral, 





Fig. 1.11. Front page of Harper’s Weekly, August 19, 1865, picturing “Emma Queen Dowager of Hawaii.” 
 
    




   
Fig. 1.13. A.A. Montano, Queen Emma of Hawaii, 1880-1881. Hawai‘i State Archives.                                                                                                                                                                           
 
 
Fig. 1.14. Richard James Lane, Kamehameha IV, 1861. Lithograph, printed by M & N Hanhart. National 










        
Fig. 1.16. “The Empty Chair,” Illustration from the Graphic, March 22, 1884. 
 
 







Fig. 1.18. Detail from sheet music from George Frederick Root’s “The Vacant Chair,” 1863. The Library 
Company of Philadelphia. 
 
 
Fig. 1.19. Detail from sheet music from George Frederick Root’s “The Empty Chair,” 1863. The Library 






Fig. 1.20. Sheet music from George Frederick Root’s “The Vacant Chair,” c.1861-1865, The Lester S. 
Levy Sheet Music Collection, Johns Hopkins Sheridan Libraries & University Museums.  
 
 







Fig. 1.22. “The Empress Eugenie in Sir Walter Scott’s Study at Abbotsford,” in the Illustrated London 
News, December 8, 1860. 
 
 






Fig. 1.24. Sir Luke Fildes, The Empty Chair, Gad’s Hill—Ninth of June, 1870, 1870. Free Library of 
Philadelphia. 
 
             
Fig. 1.25.  Charles Sumner’s “Vacant’ Chair and King David Kalākaua, both pictured in the April 4, 1874 
























Picturing Landscapes and Labor on Early Maui Sugar Plantations 
 
 
Witnesses to a Revolution 
 Today, almost three million tourists per year visit the pristine white sand beaches 
and lush valleys of Maui, the second largest island in the Hawaiian archipelago. In the 
1860s, however, only the most adventurous visitors to Hawai‘i made their way to Maui. 
In 1864, the Pacific Commercial Advertiser led its readers on a tour of the Maui 
countryside in a series of “Rural Sketches,” literary vignettes that illustrated life beyond 
the comforts of comparatively cosmopolitan Honolulu. The newspaper described the 
journey across Maui as “one of the most disagreeable rides that our islands furnish,” 
detailing the scorching heat and dust storms encountered by those who traveled across the 
island’s arid central region.116 It also drew attention to the decline of the once-bustling 
town of Lahaina following the collapse of the whaling industry, noting that “To an 
occasional visitor, Lahaina grows older, and is putting on her gray hairs; her houses wear 
a rustier, gloomier look, her ‘dobie walls are melting slowly away, fences fare hard, and 
that which surrounds the ‘City Hall,’ the pride of the second city of Hawaii, is so 
dilapidated as to be a disgrace to the town if not to the government.” But, the author 
added hopefully, “And yet, for all that, one can see improvement […] The green that 
covers and surrounds her seems to grow more green, with fields extending to the right 
                                                        




and left up the hill-sides, wherever cane will grow. Sugar cane is the salvation of 
Lahaina….”117  
In its description of the dormancy and resurrection of Lahaina, the Advertiser’s 
sketch reflects how Maui underwent a dramatic evolution the second half of the 
nineteenth-century as it transformed into an abundant sugar-producing region. Although 
planters had first attempted to cultivate sugar on Maui in the 1840s, the experiments of 
the period between 1840-1860 largely failed.118 As scholar of Hawaiian sugar Carol 
Maclennan has explained, many of the early sugar planters were immigrants from New 
England. They harbored idealized notions of becoming tropical “yeoman farmers,” but 
were mostly ignorant of the agricultural and irrigation technology, financial strategies, 
and managerial practices required to maintain large-scale, commercial plantations.119 
However, by the late 1860s, as Hawai‘i’s previously lucrative whaling trade declined and 
as the American Civil War wreaked havoc on the Louisiana sugar industry, foreign 
planters redoubled their efforts at industrial sugar production to fill the gap in the 
American market. Advances in irrigation, the importation of technology such as steam 
engines and centrifugals, and the growth of a larger workforce augmented by first 
Chinese and then Japanese contract laborers helped usher the Hawaiian sugar industry 
towards maturity. And as Maclennan notes, it was not so much the independent efforts of 
the planters, but the direct involvement of the Hawaiian government in promoting 
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immigration and creating legal policies that bolstered the sugar economy that ultimately 
propelled the plantations towards success.120 Ironically, the Crown itself played a 
substantial role in nurturing the industry that provided a windfall to key figures such as 
Benjamin F. Dillingham, George N. Wilcox, Joseph B. Atherton, William R. Castle, and, 
of course, the Dole Family—men whose sugar fortunes emboldened them to eventually 
orchestrate the fall of the monarchy.  
Thus, as the first profitable wave of plantations emerged in the 1860s, a handful 
of painters who traveled beyond the beaten path to provide glimpses of some of the 
earliest sugar plantations on Maui captured a volatile period in which the island’s 
demographics and agricultural economy shifted dramatically. In these works, the painters 
did more than simply revel in the lush tropical landscape; they also affirmed the planters’ 
desire to poise the Hawaiian sugar industry and its foundation of contract labor as the 
idealized successor to recently dismantled slave-based sugar economies. As they 
recorded the local collision of technology, race, and labor that set Maui’s sugar 
revolution into motion, these depictions also intervened in dialogues that increasingly 
linked the desirable new product of Hawaiian sugar with possible US annexation. They 
provided open-ended illustrations of plantation life that accommodated a spectrum of 
viewers with divergent opinions of the Islands’ newest commodity and its potential to 
resituate Hawai‘i politically and economically on the global stage.  
Enoch Wood Perry’s Rose Ranch 
                                                        




To the extent that “tourist” destinations could be understood as existing in 1860s 
Maui, one such location was Captain James Makee’s plantation home at ʻUlupalakua in 
East Maui. During the second half of the nineteenth century, Rose Ranch, as it was also 
known, would become famous on the island for its breathtaking landscape on the slopes 
of the Haleakalā volcano, as well as for the hospitality of its owner and his wife, who 
hosted notable visitors that ranged from Charles Warren Stoddard and Mark Twain to 
King David Kalākaua and his wife Kapiʻolani. Describing the experience of first 
glimpsing Rose Ranch, the Pacific Commercial Advertiser broke into rapturous poetic 
delight: 
What more charming spot could be selected for a country residence than a 
mountain rising 10,000 feet high, at an elevation on it just sufficient to secure 
perpetual verdure and sufficient moisture, with the most salubrious and balmy 
atmosphere imaginable, and from which the most extensive if not the most 
beautiful and varied panorama is afforded that the imagination can picture. 
Besides the broad blue ocean stretching off like a carpet, to the raised horizon on 
every side of this fairy scene, we have West Maui rising boldly in front, and 
separated from us by the bay of Kalepolepo, the distant little villages of Waikapu 
and Wailuku skirting its base, and the islands of Lanai, Molokai and Kahoolawe, 
with the little rocky islet of Molokini at ouarar feet, checkering the scene and 
forming a picture that an artist might study for a lifetime.121 
 
The master of this paradise, James Makee, was himself also an object of fascination on 
Maui. The story of his arrival in Hawaiʻi could be the stuff of Melville’s fiction. In 1843, 
the Massachusetts-born whaling captain narrowly escaped a “murderous assault” at sea, 
during which the disgruntled steward of his ship attempted to bludgeon Makee to death in 
his sleep with a hatchet. Being unsuccessful, the bloodthirsty seaman attempted to finish 
                                                        




the job with a pistol before pitching himself overboard. Makee’s ship docked at the port 
of Honolulu to seek medical attention for the Captain, who—rather understandably—
decided to give up whaling to settle permanently in Hawaiʻi. Makee pursued various 
opportunities as a merchant and ship chandler, making occasional trips to New York and 
San Francisco. In 1853, he purchased the failing East Maui plantation of Linton L. 
Torbert with an eye to raising cattle and sugarcane. Newly christened “Rose Ranch” after 
the flowers grown there by Makee’s wife, Catherine, the plantation prospered.122 Its 
output of sugarcane was nowhere near that which Maui’s mills would be capable of 
producing within a few decades, but at this early moment in the island’s agricultural 
evolution, Rose Ranch was one of the most productive plantations on Maui. Notably, it 
was also one of the first plantations to participate in the system of contract labor, as the 
destination of some of the earliest Portuguese, Chinese, and Japanese immigrants who 
were recruited to Hawai‘i as agricultural workers in the 1860s. 
Sometime in 1864-1865, Makee commissioned a painting of Rose Ranch from 
Enoch Wood Perry, Jr., the American painter of the previously-discussed posthumous 
portrait of Prince Albert Kamehameha (Fig. 2.1). The work remains as one of a very 
limited number of paintings of sugar plantations dating to this period, and the specific 
conditions of its creation and display are unclear. Extant examples of cartes de visite that 
reproduced some of Perry’s other works, such as his depiction of Prince Albert and his 
rendering of Kilauea volcano, presumably circulated among viewers in Hawai‘i and 
                                                        




abroad.123 However, it seems that Rose Ranch was a more private work intended for the 
planter’s enjoyment and that of visitors to Makee’s estate.  
Perry demonstrated his artistic versatility, and produced the largest of his extant 
Hawaiian paintings as he depicted Rose Ranch.124 He created in paint an image to match 
the rapturously romantic visions of ʻUlupalakua that appeared in textual descriptions like 
that of the Advertiser. The painting’s vantage point appears to be a spot that was popular 
with visitors to the plantation known as “Prospect Hill,” a rocky outcrop covered with 
brushy foliage and delicate red and white flowers. Elevated above Makee’s fields, this 
view presents, as the Advertiser described, an “amphitheater of rolling hills” that 
dramatically frame the Captain’s domain. 125 From this perch, the viewer can gaze down 
into a golden-brown expanse of cleared fields. Two figures on horseback gallop through 
these fields, and looking closely, it becomes apparent that the riders are women, wearing 
skirts and sitting astride their horse, rather than riding sidesaddle (Fig. 2.2). They are 
therefore suggestive of pā‘ū riders, figures that had long fascinated foreign visitors to the 
Hawaiian Islands. These female riders became objects of Western aesthetic pleasure as 
they were cast as embodiments of exotic femininity, as well as of a certain kind of 
wildness and abandonment of inhibition that many foreigners craved and hoped to find in 
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Hawaiʻi. 126 Accordingly, the inclusion of the pā‘ū  riders in Perry’s painting seems to be 
an attempt to align the scene with white viewers’ romantic expectations of Hawaiʻi, as 
the artist inserted a glimpse of pleasingly “primitive” natives into a scene that is 
otherwise devoid of such references. The riders also gesture at the earlier history of 
ʻUlupalakua, when, known as Honuaʻula, the region was home to a Native community 
which cultivated taro, sweet potatoes, and bananas. 127 Beyond the pā‘ū  riders, rows of 
uncut cane extend diagonally into the distance, bordered by a straight, orderly row of 
white-painted structures, the homes of the plantation workers. The presence of organized 
agriculture does not entirely disrupt the natural order of the land, however, as the cane 
fields follow the gentle undulations of the mountain valley. This arrangement not only 
lends itself to a picturesque rendering, but was also a conscious agricultural strategy 
conceived of by Makee to adapt to the heavy rainstorms which occurred periodically at 
ʻUlupalakua. As the Advertiser explained, “Owing to the inclination of many of his 
fields, the planter, in laying them out, has followed the lay of the land, so as to prevent a 
large accumulation of water during a heavy fall of rain, and the consequent washing away 
of his rows, which would otherwise occur, had the custom of straight rows been 
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pursued....”128 On the far edge of the cane field, closest to the foot of the volcano is a 
sugar mill which releases a plume of smoke that floats away from an adjacent Hawaiian 
flag at the center of the painting. Finally, just discernible in the back of the scene at the 
foot of the volcano is the home of the Makee family. Overall, the scene is one of bucolic 
tranquility in which the quiet industriousness of the smoking mill coexists harmoniously 
with the setting of otherwise pristine paradise. As the smoke of the mill wafts into the 
sky, it mirrors the mist hovering over the volcano, as if to suggest that it is merely 
another part of the natural evolution of the land. Just as Haleakalā shaped the topography 
of ʻUlupalakua, now it is time for Makee’s mill to provide that land’s next iteration. 
As a vision of luxuriant plantation life, Perry’s depiction of Rose Ranch recalls 
the artistic tradition of the region in which he had spent his teenage years, and from 
which he had just departed before his sojourn through the Yosemite Valley—Louisiana, 
and the American South in general.129 For instance, consider Perry’s painting in 
comparison to a plantation depicted by French-born artist Marie Adrien Persac, who 
similarly found work in Louisiana in the late 1850s and early 1860s (Fig. 2.3). Persac 
produced this image, which was captioned “Sugar Plantation,” for Norman’s Chart of the 
Lower Mississippi River, a volume published in New Orleans in 1858. The image was a 
generic stand-in that served to capture the essence of a typical Louisiana plantation.  Like 
Perry’s Rose Ranch, Persac provided a glimpse of multiple hubs of plantation life: a 
grand Palladian main house occupies the center of the image, flanked on either side by 
                                                        
128 Pacific Commercial Advertiser, September 19, 1861.  
129 As noted in the previous chapter, Perry had been working out of New Orleans on a sketch for The 




cane fields and a sugarhouse with its industriously chugging smokestacks. As in Rose 
Ranch, the foreground is devoted to bucolic leisure, with figures that placidly stroll along 
the meandering but well-kept pathways of the gardens of the main house. Certainly, it is a 
different kind of leisure than that embodied by Perry’s pā‘ū riders, but both sets of figures 
nonetheless cast the plantation as a site of pleasure as well as work. However, both artists 
only gesture at the plantations’ work by referencing clearly operational sugar houses and 
flourishing sugarcane fields. Neither Perry nor Persac pictured the laborers who were 
largely responsible for this productivity. In doing so, they aligned their work with the 
conventions of many antebellum southern painters who tended to depict plantation life as 
languidly productive and effortlessly tidy.  
As debates concerning the morality of enslaved labor in the United States 
intensified, artists and patrons often embraced a strategy of obscuring the bodies of the 
plantation’s workforce in a cloak of seemingly spontaneous abundance.130 Such was also 
the case in other parts of the slaveholding world like the Caribbean and the West 
Indies.131 Interestingly, though, both Perry and Persac did depict the quarters of the slaves 
or plantation laborers in their images. Doing so is not unheard of, but it was unusual. As 
John Michael Vlach has noted, antebellum artists tended to situate their views of southern 
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plantations either directly in front of or below the main house, thus obscuring the back-
side service areas and slave quarters.132 In a strategy derived from the Palladian 
architectural tradition, such an arrangement hid the undesirable service areas of the 
property, marking enslaved people as inferior, unworthy of depiction and undeserving of 
attention. 133 Although Persac did include a glimpse of the slaves’ quarters, he still more 
or less followed this formula, with the main plantation house looming at the center of the 
image, dwarfing all of the other structures, and rendering the homes of the slaves puny 
and insignificant. Persac’s perspective also recalls that described by Vlach, prioritizing 
the front of the main house and its sprawling, manicured gardens. Perry’s Rose Ranch, 
however, inverts this Palladian view by foregrounding structures that typically would 
have been considered unworthy of depiction, while setting the main plantation home far 
in the distance on the very edge of the image.  
According to contemporaneous written accounts of Rose Ranch, the workers’ 
housing was in fact a notable part of Makee’s plantation. In 1867, the Pacific 
Commercial Advertiser described it in detail, remarking that 
[Q]uite a little village of laborers' houses is built up, affording—as some of them, 
in their spotless white, are already nestling among the green shade trees and 
bananas—a very charming picture. The houses are built of lumber, and give 
comfortable accommodation for two families, and have each attached to them a 
good cistern, closet, &c. and land sufficient for the cultivation of potatoes, 
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vegetables, fruit trees, &c. The unmarried laborers are accommodated in houses 
containing generally four rooms, and have also their cistern and garden plot… 
The paper explained that good housing was a reflection of good management and would 
assure the planter of his workers’ allegiance.134 Writing in 1865, the Hawaiian-language 
newspaper Nupepa Kuokoa expressed a similar link between housing, management, and a 
harmonious workforce:  
We have heard it said that the farmers are without people to work. That is nothing 
here on Oahu. If those who own the land will build good houses for the workers, 
then there will be no reason to be without them. Not in lowly houses where the 
families are all crowded together, places where there can be no comfort, but in 
well-made houses, that are good for one family. A place where the mother will 
have thoughts of it as her own home, and that there will be pride within her, she 
will not feel destitute, and can embrace her children and her husband. The 
Hawaiians are like the foreigners in their needs for residence. They desire a home, 
a place to be close to. If there is a little fee to be paid, and it made better perhaps, 
they shall reside under the one who cares for them. 
Rose Ranch, the paper continued, was emblematic of this attitude towards housing: 
On the lands of Captain Makee, there are twenty or more of his working people 
who are born of the place, and who have gotten good homes. They do not think of 
leaving their work, and they will likely reside there all of their lives; if they know 
that their overseer, is good as the one now. We again call to them spoken of 
before. We will not be without people to work, if we take good care of our 
them.135  
When assessing the statement of the Nupepa Kuokoa, it is important to note that this 
Hawaiian-language paper was published and edited by American missionary Luther 
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Halsey Gulick. An underlying current of paternalism—that the Native worker must be 
cared and provided for—reflects Gulick’s tendency to adopt a Native Hawaiian voice in 
order to cast the collective Native sentiment as pro-American and desirous of foreign 
protection. 136 
As Hawaiʻi’s sugar economy ebbed and flowed in the tides of the American Civil 
War, such commentary about the planter’s good management and the maintenance of a 
loyal workforce implicitly addressed the pressing issue of slavery, even though the 
practice had been expressly outlawed by Hawaiʻi’s Constitution of 1852. For Native 
Hawaiians especially, the issue was one of morality as well as sovereignty. Outlawing 
slavery helped alleviate concerns about the possible annexation of the Islands to the 
United States. As then-Crown Prince Alexander ‘Iolani Liholiho, the future King 
Kamehameha IV, had experienced firsthand, white Americans could easily transfer their 
racial prejudices to non-white persons of any ethnic background. He had famously 
witnessed such behavior during a trip to the United States in 1849-1850, when a train 
conductor had attempted to remove him and his brother from a carriage reserved for 
white passengers.137 Many Native Hawaiians therefore feared that such an elision 
between those of African descent and themselves could further fuel the desire of those 
who eyed Hawaiʻi as ripe for the development of plantations—a fertile tropical landscape 
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with a critical mass of non-white labor would make Hawaiʻi a prime candidate for 
admission to the Union as a slave state.138  
By the time Perry painted Rose Ranch, the American Civil War had displaced 
some of this anxiety regarding the extension of slavery into Hawaiʻi in relation to 
annexation. However, the issue of enslaved labor was still of concern, because even if the 
practice’s demise in the United States seemed imminent, America was but one small part 
of a much larger world. With the abolition of the Atlantic slave trade, planters throughout 
the world had turned to the Pacific as a potential source of cheap labor. In a practice 
known as “blackbirding,” agents swindled, violently coerced, and kidnapped Native 
Pacific Islanders, whom they claimed they had hired as willing “workers” or 
“immigrants.” In reality, the conditions experienced by the laborers were quite often 
nearly the same as those of chattel slavery.139 Blackbirding came to be a topic of interest 
in Hawaiʻi in 1863, when the government of King Kamehameha V received reports of 
Polynesians being illicitly seduced into de-facto slave labor in Peru.140 In that year, the 
Polynesian newspaper reported that Thomas Eldredge, the Charge d’Affaires of King 
Kamehameha V, had delivered a stern rebuke to Juan Antonio Ribeyro, the Minister of 
Foreign Affairs in Lima. In particular, Eldredge rebuffed Ribeyro’s attempt to cast the 
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coercive importation of Polynesians as voluntary “immigration” of skilled workers, 
engineers, or “agriculturists.”141 But why was Kamehameha V so concerned, when none 
of the exploited Pacific Islanders in question were Hawaiian citizens? The reasons are 
numerous, but for one, Hawaiʻi itself was beginning to develop its own program of 
recruiting other Pacific Islanders, as well as Chinese and Japanese, as plantation laborers. 
In 1864, as reports of blackbirding continued to circulate, Kamehameha V’s government 
created a Board of Immigration to guard against the types of practices that had been 
reported in Peru.142 
 Thus, it was important for someone like Captain Makee—who in 1866 would 
bring twenty Caroline Islanders to Rose Ranch—to distance himself from accusations of 
benefiting from slave-like labor conditions. Visually, one strategy to create this type of 
distance was, as Perry did, to simply gloss over the issue altogether by minimizing the 
reference to laborers at all, and to instead focus on the natural beauty of Rose Ranch. 
Ironically, this approach mimicked the tactics of the slaveholding world. But, through the 
prominence of the workers’ houses and the inversion of the Palladian plantation 
landscape, Perry created a landscape which recalled but which ultimately was different 
from that of the slaveholding American South. Rose Ranch was, the painting suggested, 
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an even better version of Louisiana, a plantation that retained all of the fantasy and 
picturesqueness of an antebellum vista but which was actually free of the scourge of 
slavery, not just hiding it in the back of the house. It therefore hypothetically proposed 
Hawaiʻi as a replacement for the crumbling South, a concept which Makee and Perry 
would not have been alone in expressing.143 Although it would be useful to have more 
information about Makee’s personal feelings on the morality of slavery, they remain 
largely unknown. The discussion of blackbirding in the Hawaiian papers was phrased 
largely in terms of an economic and practical managerial argument, focusing on the 
benefit of a voluntary labor system for securing loyal, long-term workers. Makee 
expressed pro-Union sentiments during the Civil War, but he certainly stood benefit 
considerably from the dismantling of the sugar economy in the southern United States.144  
This perspective could illuminate yet another tiny detail in Perry’s painting—a 
minute American flag that has been raised over the home of the Makees (Fig. 2.4). Once 
again, Perry’s depiction mimics the textual descriptions of Rose Ranch that appeared in 
the Honolulu papers. On multiple occasions, writers described the celebration of the 
Fourth of July at ʻUlupalakua, with particular reference to the flying of the Stars and 
Stripes from a flagpole in front of the main plantation house.145 In 1866, the Fourth of 
July celebrations began with a flag raising at a “sunrise salute,” followed by a horseback 
parade of “some three hundred natives” dressed in red, white and blue. The Pacific 
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Commercial Advertiser did note that Hawaiians would do anything if it meant having a 
party and a day off, a stereotype commonly applied to Native Hawaiians, but as it 
presented the spectacle of hundreds of Native workers clad in red, white, and blue, 
saluting the American flag and reveling over the Fourth of July, it provided to its readers 
a less than subtle suggestion of the prospects of an Americanized Hawaiʻi. Along similar 
lines, it is possible to read Perry’s Rose Ranch as a quiet ode to the ingenuity of white 
American enterprise. The Hawaiian flag flies at the center of the composition, far more 
prominently than the American flag. Along with the detail of the pā‘ū riders, it suggests 
that this land is currently very much Hawaiian. But while the Hawaiian flag flies over the 
center of the plantation’s labor, the sugar mill and cane fields, it is the American flag that 
flies over the home of the proprietor. It reminds the viewer that prosperity of this 
plantation is apparently due to the benevolent maintenance and ingenuity of white 
American enterprise; Native Hawaiians may do the heavy lifting, but it would not be 
possible without the guidance of the proud American Makee. The painting is not 
necessarily strictly pro-annexation propaganda, but it is an image that does not dismiss 
the possibility of Hawaiʻi’s gradual absorption by the United States. The main diagonal 
thrust of the painting tells a similar story as it extends from the Hawaiian flag to the 
American flag, far off but visible in the distance. As foreign sugar began to rise to 
prominence in Hawaiʻi, and as the United States faced the uncertainties of what kind of 
agricultural economy it might be left with at the close of its war, such a question was 





Gideon Jacques Denny’s Rose Ranch 
 
Captain Makee would have been keen to distance himself from the practice of 
slavery, but that does not mean that he was averse to reveling in images that affirmed that 
he was master of his own small world. In 1868, only a few years after Enoch Wood Perry 
completed his depiction of Rose Ranch, American painter Gideon Jacques Denny 
produced two more views of Makee’s plantation. Once again, the Pacific Commercial 
Advertiser described the painter’s work in some detail: 
The views are taken from beyond or east of the plantation, with clusters of 
bananas or other trees in the foreground, the dwelling, mill, sugar plantation etc in 
the centre, beyond which is Kalepolepo Bay, with the USS Mahongo lying at the 
anchorage, and in the distance are the outlines of West Maui, Lanai and Molokai, 
with the ocean channels between—the whole forming the most complete and 
charming panorama of island and ocean scenery that the imagination can 
picture.146  
 
Per this description, Denny rendered one of his views from a perspective that was similar 
to Perry’s, although he shifted it slightly to include a more panoramic ocean vista. 
Unfortunately, it appears that this painting is no longer extant. The second of Denny’s 
works survives in reproductions, although its current whereabouts are unclear (Fig. 2.5). 
This scene provides a close-up view of buildings at the center of Perry’s work. Once 
again, the smoking sugar mill is at the center of the composition. In the foreground is a 
large, cleared expanse of ground where a handful of workers labor to cut and load sugar 
cane into carts. Just behind the mill at the left side of the painting, more prominently 
featured than in Perry’s rendering, is the main house, while to the right the viewer can 
                                                        




again glimpse the workers’ houses. And as in Perry’s work, the Hawaiian flag is 
foregrounded, flying beside the sugar mill, while the American flag tops the Makee 
home. As the Advertiser suggested, the two paintings worked together to provide a 
“panorama,” an all-encompassing view of Makee’s domain. In this light, these paintings 
once again recall the traditions of antebellum plantation landscape. Paired together, they 
would have shown the plantation both at a distance and close up, as well as from multiple 
angles, allowing the owner to luxuriate in the completeness and expansiveness of his 
property.147  
While human labor is mostly invisible in Perry’s work, it is present in Denny’s 
depiction of Rose Ranch. It is not, however, especially abundant. One manner of 
interpreting this aspect of the painting is to connect the relative paucity of workers to 
another much-touted aspect of the plantation: the technological innovations introduced by 
Makee that reduced the size of his workforce. Much of this technology was located inside 
the mill, such as the use of boiling pans and tramways. But one example does appear in 
Denny’s depiction, although it is easy for the modern viewer to overlook: the four-
wheeled carts that are hauled by oxen in the bottom right corner (Fig. 2.6). The Pacific 
Commercial Advertiser and the San Francisco Morning Call of 1864 specifically drew 
attention to this “Yankee invention” of Makee’s own devising. Although it was simply 
two two-wheeled carts rigged together into a larger four-wheeled cart, the Advertiser 
emphasized that “Drawn as it is by two to four yoke of oxen, it will be seen that a saving 
                                                        




in labor of men in animals is effected.”148 Denny’s painting illustrates this concept of 
replacing of human with animal power. At the center of his work, two men draw a two-
wheeled cart full of sugarcane. To their right, a single figures drives a team of oxen that 
haul a four-wheeled cart; the task requires half as many laborers but transports twice as 
much sugarcane. The scene therefore demonstrates how Makee had surpassed the initial 
sugar pioneers of 1850s’ Hawaiʻi, most of whom had had little knowledge of large-scale 
agricultural production and therefore could not compete with the technologies and 
expertise of Louisiana or the Caribbean.149 
But once again, as in Perry’s Rose Ranch, the relative paucity of workers in 
Denny’s painting recalls the tendency of antebellum American artists and patrons to 
reduce the visibility of plantation labor forces at moments when their morality was under 
debate. Such a strategy was not only restricted to the American slave system. As Charles 
Burroughs has noted, many depictions of Cuba in the 1850s similarly emphasized the 
architectural and technological features of plantations over human labor. When figures do 
appear, they are extremely minute in size and lack much discernible detail, which makes 
it difficult to identify the workers as belonging to any particular race.150 Such 
circumvention of the issue of race and labor reflects how the labor source of Cuban 
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plantations was shifting from enslaved Africans to indentured Chinese as planters warily 
viewed the developments in the warring United States. In 1868, as Denny painted Rose 
Ranch, Hawaiʻi underwent a similar transformation, accepting an increasing number of 
Asian contract workers. The creation of the Board of Immigration in 1864 had already 
responded to a growing consensus among both the Hawaiian government and foreign 
planters that the current population of the Islands would not be able to sustain the growth 
trajectory of Hawaiʻi’s agricultural enterprises. Foreign laborers would be necessary if 
the plantation economy was to continue to thrive. The question was, where should these 
laborers come from? While the government initially favored the immigration of other 
Pacific Islanders, Hawaiʻi’s planters eventually turned to a workforce that had become 
extremely popular but also highly controversial throughout the world in the mid- 
nineteenth century—Chinese laborers, or, as they were typically referred to in more 
casually pejorative terms, “coolies.” Chinese laborers had first arrived in Hawaiʻi in 
1852. The experiment garnered mixed reviews among largely white planters, who 
alternately described the workers as industrious, cheerful, and physically fit, but also as 
“quarrelsome,” “passionate,” and uninterested in actually fulfilling the agreed-upon five-
year contract. Thus, the Hawaiian government had made little effort to attract more 
Chinese labor until the sugar boom effected by the American Civil War.151 While the 
Islands’ Chinese population dipped from time to time, such as when the sugar industry 
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cooled in the late 1860s, it remained that by 1883 half of the adult men in Hawaiʻi were 
Chinese.152  
Chinese contract labor presented problems similar to those that emerged in 
relation to blackbirding and Pacific Islanders. When Chinese workers first landed in Cuba 
and the West Indies, abolitionists had been quick to cast the “Coolie System,” as such 
contract labor was known, as merely a new breed of despicable de-facto slavery.153 
Initially, it seems ironic that pro-slavery advocates in the southern United States further 
strengthened the rhetorical connection between Chinese contract labor and chattel 
slavery. At first, the nebulous zone between freedom and enslavement occupied by cheap 
Chinese labor had intrigued Louisiana sugar planters; they wondered if contract laborers 
might actually be less expensive to maintain than enslaved people.154 Eventually, though, 
they realized that Asian contract labor in tropical areas such as the West Indies might 
make it possible for British planters to revivify plantations whose production had suffered 
with the abolition of the Atlantic slave trade. With a renewed source of cheap labor, these 
markets could become competition for the American slave states. Planters in the 
American South therefore began to propagate the concept that contract labor was an even 
more brutal and disinterested form of slavery than that practiced in the United States. 
They argued that employers of contract laborers did not feel the same paternalistic 
benevolence and sense of duty to temporary workers as they did to their own slaves, thus 
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making the coolie system even more ripe for abuse.155 Thus, by the beginning of the Civil 
War, Chinese contract labor had been inextricably linked with the slave trade in the 
United States, and a similar stigma also circulated in Hawaiʻi.156 The manager of one 
Hawaiian sugar plantation described the contract labor of the 1850s and early 1860s as  
“…only a modification of slavery founded in deceit and maintained by force…” To back 
up his point, he described the degrading physical scrutiny of coolies as similar to that of 
the markets of the Atlantic slave trade, while also noting that the laborers were not given 
the right to select their “master.”157  
For his own part, when Chinese immigration to Hawaiʻi resumed in 1865, James 
Makee reported that while his “coolies” had initially been disinclined to work, their 
efforts had improved considerably, and he had very little to complain about.158 
Additionally, in 1868, right around the time that Denny painted Rose Ranch, Makee had 
become involved in yet another experiment in Asian contract labor with the arrival of the 
first group of Japanese workers, known as the Gannenmono or “First-Year People,” to 
the Islands. The planter experienced some difficulties almost immediately. During the 
famous Fourth of July celebrations, one of the recently arrived Japanese workers at Rose 
Ranch committed suicide, which prompted the removal of sixteen Japanese laborers from 
the plantation, three of whom were “…reported as being in a sickly and diseased 
condition, and quite unfit for service.” The Advertiser did not necessarily blame the 
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plantation workers’ conditions on their treatment at Rose Ranch; in fact, the paper was 
actually quite flippant, remarking of the case of suicide that “It would have been better 
for all concerned if he had made up his mind before he started for these islands.” Still, the 
paper did lightly imply that perhaps the recent re-attempt at importing Asian contract 
labor was going badly, or at least, was not going much better than the 1852 experiment 
with the Chinese. In October of the same year, Makee experienced another spell of 
trouble as reported by the Pacific Commercial Advertiser, which described how fifteen of 
Makee’s “gang of Japanese coolies,” had recently been jailed for refusing to work. “They 
said they did not come to these islands to labor, but to better their condition, and to see 
the sights,” the paper noted.159 
 It is difficult to determine whether Gideon Jacques Denny’s time at ʻUlupalakua 
overlapped with the arrival of the Japanese workers or with the tragic events of the 
Fourth of July. The Gannenmono arrived at Honolulu Harbor in June 1868, where they 
were then transferred throughout Mau‘i, O‘ahu, Lāna‘i, and Kaua‘i. The Pacific 
Commercial Advertiser published a notice of Makee’s commission in late July 1868. 
Although the report was phrased as if Denny had just begun painting, it is possible that 
the Advertiser was embellishing the timeline of events, and perhaps Denny had already 
finished his work at Rose Ranch before the Japanese arrived. However, it is also possible 
that Denny could have been there to witness these events. After all, once again, the 
                                                        




American flag, which was specifically connected to Fourth of July celebrations at Rose 
Ranch, is pictured in his rendering of Makee’s plantation.  
While it’s possible to contextualize Denny’s painting of Rose Ranch in relation to 
highly local events on Maui, the work also reflects the manner in which Hawaiian affairs 
extended beyond the borders of the Islands. Enoch Wood Perry’s depiction of the 
plantation appears to have remained in Hawaiʻi in the possession of the Makee family for 
some time once it was painted.160 Denny’s work, however, appears to have a different 
story. According to the Pacific Commercial Advertiser, it was Makee who engaged 
Denny to paint Rose Ranch.161 But as the artist returned to the United States, the 
Advertiser revealed that the two paintings were to travel to San Francisco on the steamer 
Idaho, where they were “…intended to decorate the parlors of two gentlemen of taste 
residing in San Francisco, who will probably allow them to be placed (for a time) where 
the San Francisco public may see them.”162 It is unclear whether the paintings ever did 
make it to San Francisco. Nonetheless, it still seems logical to consider the Advertiser’s 
report as possibly accurate and to examine the San Francisco elite as a possible audience 
for Denny and Makee’s painting. A view of a Hawaiian sugar plantation certainly could 
have appealed to California viewers, as by 1868 San Francisco had been connected to the 
Islands’ sugar industry for some time. In the 1850s, it had become legal for Native 
Hawaiians to sell land to foreigners with the series of land reforms known as the Great 
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Māhele. These land reforms combined with the wealth of gold rush-era California to 
produce the initial American investors in sugar plantations in the Islands.163 As for Makee 
specifically, the California press had described his plantation for its readers after the 
Captain had drawn attention to himself by donating one hundred barrels of molasses to 
the United States Sanitary Commission, as reported in an article in San Francisco Daily 
Call.164  
California and Hawaiian sugar had become even more intimately connected even 
in the small number of years since Enoch Wood Perry had painted Rose Ranch. The 
financing of many Hawaiian plantations was highly speculative in nature, as planters still 
relied on high-interest loans backed by the wealthy San Franciscans who also provided 
the main market for Hawaiian sugar. As prices in sugar dropped dramatically in 1866 
following the close of the Civil War, the Honolulu firm Walker, Allen & Co., which 
acted as financier for a dozen or so Hawaiian plantations found itself indebted at a price 
of nearly $300,000 to the San Francisco firm Charles W. Brooks & Co. Late in 1866, 
Brooks & Co. failed and Walker, Allen, & Co. was forced into bankruptcy, dragging 
some of the Islands’ formerly prosperous sugar plantations down with it.165 As a result, 
Hawaiʻi fell into an economic depression in 1866-1867, prompting alarmed planters to 
propose two main solutions to salvage the sugar industry. 166 The first was to enter into 
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some sort of formal, overarching business agreement with San Francisco’s sugar 
refineries. The oversupply of sugar in the California markets was not only due to the 
boom in Hawaiʻi planting during the Civil War, but also to the growth of its own sugar 
refining enterprises. It was in 1863 that Claus Spreckels—soon to be known as the 
“Sugar King” of both California and Hawaiʻi—established the Bay Sugar Refinery. By 
1867, there were at least four sugar refineries in San Francisco. Spreckels obtained his 
raw sugar from Hawaiʻi, but other San Francisco refiners relied heavily on other markets, 
particularly those of the Philippines. 167 In 1865, Hawaiian planter Samuel N. Castle and 
George Gordon, manager of the San Francisco and Pacific Sugar Refining Company, 
suggested that the Islands’ sugar planters should enter into a contract in which they would 
reserve half their product to be refined into lower grade “coffee sugar,” replacing the 
product currently obtained in San Francisco from Manila.168 Over the next two years, 
some planters did enter into such a contract. But others chose to wait and watched as the 
price and consumption of Hawaiian sugar gradually rose again. They became wary of 
locking themselves into long-term fixed contracts in California and abandoned the 
idea.169 
The other approach was to advocate for a Treaty of Reciprocity with the United 
States that would lower or remove the tariffs on Hawaiian sugar of a certain grade for 
sale in America.170 The question of Reciprocity, which had been bouncing around in 
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some fashion since the 1840s, had arisen again from 1863-1865. In the final years of the 
reign of Kamehameha IV, the American Minister at Honolulu, James McBride, had 
become concerned with what he perceived to be undue British influence in the Islands. 
He urged US Secretary of State William H. Seward to consider a Reciprocity Treaty as 
means of checking Britain’s influence. Seward declined, being focused on far more 
pressing matters raised by the Civil War. With the end of the war, Americans in Hawaiʻi 
again pressed the issue.171 But at this point, a Reciprocity Treaty was not the only issue at 
hand. As President Andrew Johnson explained in 1866, he viewed a Treaty of 
Reciprocity as merely a stepping stone to a relatively swift American annexation of the 
Islands.172 
What does this have to do with Denny’s painting of Rose Ranch? Once again, a 
bit of historical calculation presents an intriguing context for the painting. A Treaty of 
Reciprocity came to the consideration of the US Senate in 1867, and was put to a vote in 
July of 1868. It was declined by the US Senate in July 1868 and again in July 1870.173 
Denny’s painting, it seems, was intended to head to California in August 1868, just after 
the first failed vote in the US Senate and one year before the second failed vote. And 
Makee, for one, appears to have been connected to the push for Reciprocity. In August 
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1867, as pro-Reciprocity planters fretted over ways to promote the treaty to the US 
Congress, the Pacific Commercial Advertiser suggested that a delegation of influential 
figures ought to be sent to Washington. It proposed physician and sugar planter R.W. 
Wood, physician, missionary and government official Gerrit P. Judd, J.C. Pfluger, 
founder of the dry goods importer H. Hackfeld & Company, which also acted as agents 
for multiple sugar plantations and imported much of the machinery needed to support the 
industry, and Captain James Makee.174 Perhaps, then, Denny’s painting is an 
advertisement for the benefits of Reciprocity. Once again, just as Enoch Wood Perry’s 
Rose Ranch could possibly be interpreted as gently suggestive of the eventual annexation 
of Hawaiʻi, Denny’s image also evokes the question. Given that there were many 
Americans who viewed Reciprocity as a bridge to Annexation like President Johnson, the 
American flag in the background of Denny’s painting takes on increasing interest. As in 
Perry’s painting, Hawaiian flag is at the center of the work, but America is waiting in the 
wings. Once again, hovering over Makee’s property, it suggests that Hawaiʻi and 
America are inextricably linked. It proposes that just as Makee had coaxed the arid, fickle 
land of ʻUlupalakua into abundance with his “Yankee ingenuity,” without American 
capital—whether from the old whaling trade or the sugar industry that had now replaced 
it—Hawaiian commerce would collapse. 175  
On the other hand, the image could also be read as illustrative of an argument 
against Reciprocity, but which still ultimately viewed Hawaiʻi as a less than sovereign 
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nation. In his vote against the treaty, Maine Senator W.P. Fessenden, argued that “it is 
folly to pay for a thing which we already have in possession, that the power and prestige 
of the United States is sufficient to assure the concession of whatever naval and 
commercial privileges are needed in the islands…”176 Those who espoused this kind of 
reasoning typically advocated skipping Reciprocity altogether, viewing Hawaiʻi’s 
annexation as imminent. If we recall that Denny created a pair of images of Rose Ranch, 
his paintings speak to both points made by Fessenden—that America possessed 
commercial and naval privileges in Hawaiʻi. According to the description of the no 
longer extant painting, Denny portrayed the USS Mohongo anchored in Kalepolepo Bay. 
The Mohongo was not just any ship, but a gunboat dedicated to establishing US naval 
presence in the Pacific. At the time of Denny’s visit to Rose Ranch, the Mohongo was 
docked in Hawaiʻi as it ranged throughout the Pacific on a tour of “diplomatic” visits. 
Such visits had recently been a subject of controversy in Honolulu. The Mohongo was a 
replacement for the warship Lackawanna, which had been dispatched to Honolulu in 
1866 due to concerns over a possible French invasion of Hawaiʻi. The ship remained in 
Honolulu Harbor from February 9, 1867 to May 6, 1868, a prolonged stay that troubled 
the government of Kamehameha V, which objected to what appeared to be a foreign 
warship permanently stationed in Hawaiian waters without permission of the King. Some 
perceived that the Lackawanna was biding its time, awaiting the early death of 
Kamehameha V, so that the US could pounce on a crisis of succession. 177 As it was, 
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Kamehameha V would reign until 1873, but in the late 1860s, several American officials 
in Hawaiʻi such as General Edward Moody McCook privately discussed American 
annexation of the Islands as imminent following the death of the king, which they 
assumed would be any day. 178 Nor was it just the general presence of the Lackawanna 
that was threatening. In August 1867, the ship had briefly departed Honolulu to sail for 
Midway Island, which it seized before returning to Hawaiʻi. Thus, the gunboat lurked in 
Honolulu Harbor having recently been the instrument of seizure for the first Pacific 
island to be annexed by the United States. It is therefore no wonder that the 
Lackawanna’s presence troubled those who were dedicated to the preservation of 
Hawaiian sovereignty. When it finally replaced the Lackawanna, the Mohongo did not 
remain in Honolulu for quite as long a stay—seven months as opposed to over a year—
but its presence was still loaded in light of the Lackawanna affair. With the Mohongo 
lurking off the coast and the American flag hovering over Makee’s plantation, Denny’s 
paintings become more than just a picturesque panorama of ʻUlupalakua. At a moment 
when the US found itself locked in a three-way battle of wills over Hawaiʻi with Britain 
and France, and as questions of Reciprocity and Annexation swirled, Denny provided a 
panorama of America’s intentions in the Islands. Like Perry, Denny presented a vision of 
Hawaiʻi that was not officially America’s, but which was well within its grasp. 
 
Joseph Dwight Strong’s Japanese Laborers  
 
                                                        




 To many of the visitors to ʻUlupalakua in the 1860s, Rose Ranch seemed like a 
scene out of a fairytale that fulfilled their deep desire to find paradise in the Pacific. 
Ultimately though, Rose Ranch’s story was one of paradise lost, as its fate reveals the 
volatility of Maui’s infant sugar industry and of its island ecosystem. The irrigation 
systems of Makee’s ranch relied on the regular heavy rainstorms that occurred when 
moisture that had accumulated above the forests of the neighboring island of Kahoolawe 
traveled to ʻUlupalakua. When much of Kahoolawe was deforested for use as a sheep 
pasture, ʻUlupalakua began to suffer from droughts. 179  In 1877, the region experienced a 
sudden, devastating drought from which Makee’s plantation would not recover. By 
February 1878, the majority of Rose Ranch’s employees, wagons and oxen were 
transferred to Waihee Plantation, Makee’s other Maui plantation. Sugarcane cultivation at 
Rose Ranch decreased until 1883, when cattle farming became the land’s sole use, and in 
1886, Makee sold the plantation for use as a cattle ranch.180  
When Enoch Wood Perry and Gideon Jacques Denny visited ʻUlupalakua, the 
occasion of a visiting artist was highly unusual. Their depictions of Rose Ranch were 
some of, if not the, earliest visual depictions of sugar plantations on Maui. By the 1880s, 
however, more frequent inter-island steamship service made it easier for artists to capture 
Hawaiʻi beyond the well-beaten path of the Pali cliffs and Diamond Head on Oʻahu and 
the pyrotechnics of Kilauea on the island of Hawaiʻi. Increasingly, they used brush and 
pencil to provide glimpses of the jungle island of Kauʻai, the quaint farm town of Hilo 
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nestled in the rugged countryside of the Big Island, and the plantations of Maui. Despite 
Makee’s troubles in the 1870s, sugar continued to flourish in other parts of Maui and 
began to truly come into its own in the 1880s. The United States Congress had finally 
ratified a Treaty of Reciprocity which was signed into law by King David Kalākaua in 
1876, protecting most commodities exchanged between the US and Hawaiʻi from 
taxation. As predicted in the 1860s, the treaty resulted in rapid US investment in the 
Islands’ plantations. Additionally, improvements in irrigation now protected plantations 
from the fate that had befallen ʻUlupalakua. In 1878, just as Rose Ranch faltered, the firm 
of Alexander & Baldwin successfully engineered Maui’s first irrigation system, the 
Hāmākua Ditch, which brought water to the island’s broad, flat, but naturally arid central 
plains. Over the next decade, irrigation transformed the deserts of Maui into some of 
Hawaiʻi’s most productive agricultural land.181 
One of the beneficiaries of these lucrative developments on Maui was the 
German-American sugar magnate Claus Spreckels. Already known for his success as a 
sugar refiner in California, by the 1880s, the Spreckels name had become synonymous 
with power and influence in Hawaiʻi. Observing that the Reciprocity Treaty had the 
potential to curtail his successful stronghold over west coast sugar production by 
introducing competitive Hawaiian sugar, Spreckels had decided to solve the problem at 
the source by establishing his own Hawaiian plantations. By 1878, he founded the highly 
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profitable Spreckelsville Plantation on Maui, and buoyed by his success, quickly began to 
assert his voice in King Kalākaua’s court.182 Claus’s eldest son John worked for his father 
in Hawaiʻi for a time before founding J.D. Spreckels and Brothers, a firm that facilitated 
trade between the US and Hawaiʻi. In 1881, J.D. Spreckels and Bros. established the San-
Francisco-based Oceanic Steamship Company, which provided commercial shipping, 
mail, and passenger travel between California, Hawaiʻi, Australia, New Zealand, Samoa, 
and Tahiti. To promote Oceanic Steamship, John hired one of San Francisco’s most 
talented artists, Joseph Dwight Strong, whom he tasked with creating appealing images of 
the Hawaiian Islands to adorn Oceanic Steamship’s San Francisco offices.183 Born in 
Connecticut in 1853, “Joe” Strong had ties to the Islands, having lived in Honolulu with 
his missionary parents as a child before moving to Oakland, California in 1859. 
Returning to Hawaiʻi in 1882 at J.D. Spreckel’s behest, his work, like Gideon Jacques 
Denny’s, linked the American business elite of the Islands to their equivalent cohort in 
California. While in Hawaiʻi, Strong produced oil paintings and watercolors for private 
clients and also continued to provide illustrations to publications such as Harper’s 
Monthly Magazine . 
Strong soon attracted the additional attention of Robert Irwin, Hawaiian consul to 
Japan, who commissioned him to paint a scene of a Maui plantation. According to 
Honolulu’s Daily Bulletin, Irwin intended to present the work as a gift to the Emperor of 
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Japan.184 In March 1885, Strong took ship for Maui accompanied by French painter Jules 
Tavernier. Strong and Tavernier had initially met in San Francisco in the 1870s, where 
they had become fast friends, studio mates, and members of a circle of San Francisco 
journalists and artists known as the Bohemian Club. Despite their California 
bohemianism, neither man lacked a traditional artistic pedigree. Both had received 
desirable European training in high style painting—Tavernier in the Paris studio of Félix-
Joseph Barrias and Strong under the Munich painters Karl von Piloty and Alexander von 
Wagner. But, it was a shared talent for illustration that drew both Tavernier and Strong to 
California, as both men provided the sketches of buffaloes, bands of Native Americans, 
and rugged western scenery that filled the pages of publications such as Leslie’s 
Illustrated Paper and Harper’s. Such work not only spoke to the artists’ innate sense of 
adventure; it was also profitable, with a full page illustration paying $75.00.185 There was 
no guarantee that Honolulu would provide similarly lucrative work, but Strong still 
convinced his friend to join him in Hawaiʻi. Tavernier would ultimately become one of 
the most celebrated foreign painters associated with the Islands, and his impressionistic 
renderings of volcanoes erupting by night continue to be heavily sought-after by present-
day collectors.  
 While Strong worked on Irwin’s commission, Tavernier also captured plantation 
life on Maui. According to the Pacific Commercial Advertiser, “On Maui, the mills and 
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machinery attracted attention, and the order and cleanliness observable in every 
department impressed the visitors favorably.”186 An 1885 oil sketch of a Maui sugar mill 
by Tavernier suggests that the artist was indeed intrigued by the new technology of the 
sugar mill (Fig. 2.7). He captured the geometric, multi-story bulk of the complex, its 
roofs gleaming in the Maui sun. Topographically, the foreground of Tavernier’s sketch 
contrasts with that of the mid- and background. The bleached, sandy soil and brushy 
foliage at the corners of the foreground gesture at the aridness of this region of Maui, 
subtly drawing attention to the difference between the island’s natural landscape and that 
created by agricultural technology. Yet, perhaps noting his public’s preference for idyllic 
depictions of nostalgic, bucolic Hawaiʻi frozen in time, Tavernier seems to have 
attempted overall to reconcile the sugar mill’s modernity with the Hawaiian landscape. In 
a manner that recalls Perry’s Rose Ranch, smoke from the mill gently wafts into a pale 
blue sky, mingling with clouds and fog that rise from the gently sloping mountainside. 
Once again, the scene is devoid of human labor. 
 Joe Strong produced a vision of Maui which was nearly the opposite of 
Tavernier’s (Fig. 2.8). In the months following his tour of the island, he occasionally 
invited guests into his Honolulu studio as he worked on the painting. In July 1885, he 
unveiled the completed painting, a six-foot by three-foot tour de force in which a drama 
of human labor unfolds among the lush fields of sugarcane. Honolulu’s Saturday Press 
                                                        




described Strong’s work in one of the lengthiest and most detailed accounts of a painting 
published during this era: 
The picture is a representation of the Japanese agricultural laborer in his Hawaiian 
habitat. And is a spirited rendition of that interesting subject. The scene chosen by 
Mr. Strong is one of the lower fields of Haiku Plantation, adjoining 
Spreckelsville...The portion of the isthmus seen in the picture, is the portion 
entirely under cultivation, representing, as it does in nature, that veritable ‘sea of 
living green’ so often written about yet so seldom fully realized. In the middle 
distance the brow of the descending slope is shown, two cane laden ox carts going 
off the field, one in motion, another in the act of starting. A luna [overseer] on 
horseback is on the left, a gang of Japanese at work cutting cane is on the right. 
The most prominent figure of the cutting group is a man bent most picturesquely 
in the act of cutting. In the foreground is a group of four figures, a masculine 
laborer, standing and facing; two women, presumably wives of the laborers, 
sitting Japanese fashion among the cane; a child, its back to the observer, drinking 
from a cup. The inanimate foreground is a most realistic study of standing and 
fallen cane. Three bits of vivid color, a piece of crimson drapery, a vermillion 
sash and an orange kerchief, bring out the contrasting tints of the rest of the 
picture most cleverly. The whole scene is lit up by a bright, clear blue sky, 
characteristic of the locality, with light shining on the hill top, and above them. 
The effect of the whole picture is of noonday, with the glare softened by floating 
clouds and cooled by the green of the landscape.”187 
 
Strong’s painting is typically referred to as Japanese Laborers at Spreckelsville 
Plantation, specifically identifying the plantation as Claus Spreckels’ Maui estate. As a 
research team led by Martin Dusinberre at the Johann Jacobs Museum in Zurich has duly 
noted, the fact that the Saturday Press and the Pacific Commercial Advertiser labeled the 
setting as Spreckelsville does not mean that it was actually correct. Strong visited at least 
four plantations while on Maui—Wailuku, Waikapu, Pā’ia and Spreckelsville. Critically, 
there were not yet any Japanese at Spreckelsville when Strong visited in March 1885. 
Instead, Dusinberre et al demonstrate that the Japanese figures are derived from the 
                                                        




amateur photography of Eduard Arning, an English-German microbiologist who was 
employed by Hawaiʻi’s Board of Health to study the Islands’ outbreak of leprosy (Fig. 
2.9).188 They therefore hypothesize that identifying the painting’s location as 
Spreckelsville was a calculated public relations decision that occurred well after Strong 
began the painting. They point out that such a shift in attribution would have evaded 
questions about the abuse of laborers that had already surfaced at Pā’ia plantation; 
obviously no such claims could be made of Spreckelsville if no Japanese were yet 
employed there. Additionally, the Advertiser was notoriously pro-Spreckels, and the 
Pā’ia plantation was owned by Samuel Thomas Alexander, a political adversary of 
Walter M. Gibson, the owner of the Advertiser. As such, the Advertiser might have been 
loath to provide free positive attention to Alexander by describing in detail a thriving 
plantation scene at Pā’ia.189 
Therefore, Dusinberre et al choose quite fairly to not put undue emphasis on 
interpreting the plantation in relation to Claus Spreckels or Spreckelsville. However, the 
fact remains that the Advertiser did identify the plantation as Spreckelsville, accurately or 
inaccurately, and as such it seems logical to address the possibility that at least some of 
its Honolulu public would have viewed it in this light. Furthermore, simply because 
Strong did not sketch the figures at Spreckels’ plantation does not necessarily mean that 
he or his patrons never intended to present the scene as Spreckelsville. Nineteenth-
century artists, even those who spent a great deal of time sketching scenes from life, were 
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highly accustomed to piecing together paintings from a variety of sources in the studio. 
For instance, when Titian Peale accompanied the 1838-1841 United States Exploring 
Expedition as a naturalist and scientific illustrator, he inserted anachronistic figures into 
his painting of Kilauea Crater. On the edge of the volcano, Peale depicted Native 
Hawaiian figures wearing distinctive feathered mahiole helmets and ‘ahu ‘ula capes (Fig. 
2.10). However, no such garments were seen or collected by the U.S.E.E. Instead, it is 
likely that Peale viewed examples in the collection of the Philadelphia natural history 
museum of his father, Charles Wilson Peale, which he then transplanted into the painting 
as a means of enhancing its exoticism for American viewers. 190  By relying on Arning’s 
photos as source material for his painting, Strong similarly participated in the relatively 
common practice of convoluting ethnographic imagery and painting in Hawaiʻi. Thus, it 
seems fair to entertain an analysis of Strong’s work in relation to Spreckels, while still 
acknowledging that this is but one of many possible lenses through which the work could 
be interpreted. 
Besides being remarkably large by Honolulu standards, Strong’s painting was 
also highly unusual in that it did not quite fit into any of the common genres of painting 
practiced by artists in Hawaiʻi. Unsurprisingly, most visiting painters in the second half 
of the nineteenth century gravitated towards landscape. Strong was a talented colorist, 
and he produced several sweeping vistas of sparkling turquoise ocean framed by 
mountain scenery during his time in Hawaiʻi, such as View of Pearl Harbor (Fig. 2.11). 
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In Japanese Laborers, Strong took pains in rendering the plantation landscape, paying 
close attention to details such as the play of light and shadow along the valleys of the 
mountainous background and to the sheen of water in direct sunlight. Much like Pearl 
Harbor, Japanese Laborers is striking for the brightness and clarity of Strong’s palette, 
with much reliance on bright blues and greens to emphasize the Islands’ verdant lushness. 
Such details called attention to his virtuosity as a painter while also appealing to viewers 
who delighted in sweeping and sublime Hawaiian landscape painting.  
Like many other nineteenth-century artists who took up plantations as a subject, 
Strong produced an image in which the land becomes a character unto itself. Consider, 
for instance, an image such as A.R. Waud’s Sugar Harvest in Louisiana, which appeared 
in an 1875 edition of Harper’s Weekly, a publication to which Strong himself frequently 
contributed illustrations (Fig. 2.12). In this scene, the sky is dark and turbulent with 
clouds, and thick black smoke funneling from the sugar mill casts a further shadow over 
the work on the plantation. As John Michael Vlach has noted, the atmosphere of Waud’s 
plantation visually embodies the sense of urgency felt by the workers, who sometimes 
had to work up to twenty hours a day as they scrambled to harvest the sugar crop before it 
was damaged by impending frost. 191 Unlike this battle against the elements in Louisiana, 
the land in Joe Strong’s Hawaiʻi is kind to those who work it. Like Perry’s and Denny’s 
earlier visions of Rose Ranch, the gentle haze and clear light of Japanese Laborers lends 
                                                        




itself to an impression of steady, yet relaxed work, underling the ideal working climate 
made possible by Hawaiʻi’s year-round salubrious weather.  
Although the land plays a crucial role in Strong’s work, the prominence of the 
figures in the foreground prevents the painting from falling squarely into the landscape 
category. The subject of Japanese labor was highly topical in 1885. In February of that 
year, the first Japanese contract laborers since the Gannenmono of 1868 arrived to work 
Hawaiʻi’s plantations at the invitation of King Kalākaua. Kalākaua was determined that 
this new wave of Japanese immigrants should fare better than the first group of Japanese 
contract laborers. Of the original 153 Japanese who arrived as part of the Gannenmono, 
roughly forty returned to Japan before their contracts allowed, while thirteen returned 
after their completion.192 After it received reports of brutal and largely unregulated 
conditions on Hawaiian plantations, the Japanese government halted further immigration 
to Hawaiʻi. With this history in mind, when the Pacific Commercial Advertiser provided 
its description of the painting, it specifically referred to the work’s optimistic diplomatic 
intentions, noting that “The picture is a fine representation of a sunny, thriving, hard-
working plantation scene, that will undoubtedly attract a great deal of attention here when 
it is put on public exhibition, and will accomplish its object in Japan of giving the 
Mikado a correct and pleasant idea of the new home and employment of his 
countrymen.”193 Irwin and Kalākaua were determined to convince the emperor that this 
time, the experiment in immigration would succeed.  
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Although it did not resemble many paintings that were produced by artists in late 
nineteenth-century Hawaiʻi, the working group in Japanese Laborers does recall an 
earlier visual history of agricultural labor. In particular, it brings to mind the romantic 
visions of the idyllic countryside and contented tenant farmers that became popular in 
Britain between 1780 and 1890.194 For instance, in 1785, British painter George Stubbs 
produced a painting title Reapers which, like Strong’s, was a sweeping pastoral populated 
by industrious agricultural laborers and a watchful overseer on horseback (Fig. 2.13). The 
labor population of late nineteenth-century Maui was obviously quite different than that 
of England a century previously, yet both Stubbs and Strong created images that 
perpetuated a mythology of providentially abundant agricultural paradise. Much like 
Enoch Perry in Rose Ranch, earlier British artists such as Gainsborough or William 
Ashford tended to remove the working poor from pastoral works in favor of producing 
the illusion of spontaneous, effortless productivity. Like the southern planters of 
antebellum America, the wealthy landowners of class-stratified eighteenth- and 
nineteenth-century English society preferred images that avoided difficult questions 
about the treatment of the labor force that was required to coax issuance from the land.195 
In Reapers, however, Stubbs deviated from this model, squarely focusing attention on the 
workers. He was no social realist, however, and his apparently contented, well-clothed, 
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industrious laborers appear to work in effortless harmony with the land as they retrieve its 
abundance. The painting also gives credit to social order as a source of this harmony by 
including the figure of the mounted overseer who supervises the workers. The “natural” 
order is in place, with the aristocratic lord guiding his subservient workers. It is not 
merely the hard work of the laborers that has made possible this munificent reaping, but 
the careful management of the aristocratic master. 
Lest the comparison between something like Stubbs’ depiction of happy tenant 
farming and Japanese Laborers seem like too far of an art historical reach, it is important 
to note that Irwin specifically evoked a romanticized concept of tenant farming when he 
described his expectations for the treatment of the newly-arrived Japanese laborers. One 
month before Strong departed for Maui, the Bureau of Immigration published a set of 
guidelines in which Irwin claimed that the agricultural system to which the Japanese 
laborers were accustomed was actually rather like that of British tenant farmers. He 
explained that “The Japanese landed here from the City of Tokio are all tenant farmers, 
and have not heretofore been laborers in the ordinary sense of the word. The same system 
of tenant-farming as that in vogue in Germany and in the United Kingdom exits in 
Japan.” Most of the men, he noted, had willingly left behind two-hundred-year old farm 
holdings to their younger brothers, to which they could return if they found the situation 
in Hawaiʻi unfavorable. Thus, he continued, “The planter who treats them as he would 
our American farmer, or English tenant-farmer, will find that during rains or at other 
times of emergency, they will work many hours beyond the contract time, if it should be 




children, will bring out that loyalty which is inherent in the Japanese tenant-farmer.”196 
Adhering to an idealistic vision that very much resembles Stubbs’ Reapers, Irwin held 
fast to the insistence that a system of mutual respect must be established. “The chief 
characteristic of the Japanese of high or low degree is his loyalty and respect to his 
master or employer,” he explained. “But this respect is founded on self-respect, and 
demands in return what it gives. The Japanese servant is respectful not only because he is 
a servant but because he receives just, kind and respectful treatment from those above 
him.” 197 Perhaps, then, the portrayal of Japanese laborers in manner similar to a 
haymaking British pastoral was somewhat intentional on Strong’s part. Of course, Irwin 
ignored the harsh realities faced by the agricultural poor in Britain as he focused on the 
kindness that was supposedly extended to English tenant farmers. Rhetorically, though, 
his comparison connected the pleasant nostalgia that pervaded an image like Reapers to 
the public’s conception of idyllic Hawaiʻi. The desire to evoke this kind of nostalgia also 
could account for the somewhat puzzling dissonance between Strong’s painting and 
contemporary textual depictions of Spreckelsville, which tended to devote much attention 
to the plantation’s technological innovations. Spreckels was extremely proud that by 
1881 his plantation was the first to use steam plows, railroads, and electric lights which 
allowed his mills to operate at any hour. Such technologies did appear in other 
contemporaneous images, as in an 1888 illustration in Harper’s which depicted workers 
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laying railroad tracks across a cane field (Fig. 2.14).198 But in Strong’s painting, laborers 
still load sugarcane into ox-carts, despite the fact that such carts were now rarely used. 
Strong produced an almost nostalgic image, in which dignified human laborers are still 
the primary reapers of the soil. By stripping the painting of technology, Strong created an 
image of agriculture that hovered more nebulously in time and evoked the sentimental 
ideal of the noble connection between a man and his land. 
This is not to say that Japanese Laborers is a carbon copy of Reapers, as it was 
still very much an image created in a different time at a different place. For instance, the 
relationship between the overseer and Japanese laborers is different than that portrayed 
by Stubbs.199 The luna, as the plantation overseer was known, embodies the presence of 
white management, surveillance, and oversight. Yet, he does not necessarily evoke the 
concept of deference or subservience. In Reapers, the mounted overseer towers over the 
workers, three of whom bend to cut stalks of wheat in a pose that is reminiscent of a low, 
solicitous bow. The upright figures gaze up at him, attentive to his instructions. A social 
hierarchy is therefore made quite clear in Reapers, but it is much more ambiguous in 
Japanese Laborers. On the one hand, a small group of laborers toils under the watchful 
eye of the mounted luna in a relationship that could be interpreted as a symbolic means of 
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asserting the lowliness and inferiority of the Japanese.200 However, the standing figure 
closer to the viewer complicates this relationship. He stands erect, hands on hips, with his 
back towards the luna. Technically, we know that the luna is in charge as manager, but he 
is peripheral to the space of the painting. As he looks towards the standing Japanese 
figure who is separate, occupying his own space, its less clear what the social interaction 
between this solidly planted figure and the luna might be.  
By placing the standing male figure and his female companions to the foreground 
and drawing them forth from the more indistinct workers toiling in the background, 
Strong also acknowledged that individuality existed within what was still often perceived 
as a homogenous working mass of indistinguishable Asian labor. In this light, he again 
echoed Stubbs, who also paid an unusual amount of attention to carefully depicting the 
specific facial features of individual workers, at least in comparison to his contemporaries 
who tended to hastily sketch indistinct peasant laborers.201 Unlike the laborers depicted in 
Denny’s Rose Ranch, who function largely as interchangeable cogs in a sugar-producing 
machine, Strong’s figures’ facial features are rendered in distinct detail. In doing so, 
Strong refuted the still powerfully circulating accusation that the system of Native 
Hawaiian and Asian contract labor was chattel slavery with even less of a conscience. In 
1884, the St. Louis Globe Democrat had provided its readers with such an argument, 
informing them that “In fact, the whole system is worse than slavery in the Southern 
States before the war, because the slave-owner had the greatest care exercised over the 
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health of his slaves, since they represented his capital; whereas the Sandwich Island 
planter cares nothing for the condition or comforts of his chattel who represents simply so 
much labor to him and may be replaced at need by fresh recruits on the same terms."202 
Spreckels himself was a particular victim of such accusations. From 1881 to 1884, the 
San Francisco Chronicle repeatedly accused Spreckels of profiting from the virtual 
enslavement of Portuguese, Norwegian, German, and Chinese laborers on his Hawaiian 
plantations.203 Once again, the equation of contract labor and slavery was not necessarily 
a true social or moral concern for those who espoused such a connection. Like the 
antebellum southern planters who had first attacked the coolie system as a means of 
limiting competition from Caribbean sugar, these accusations reflect that there were 
numerous US sugar refiners who stood to benefit from destroying the reputation of the 
man who held a virtual monopoly over the Hawaiian and California sugar industry. That 
the Chronicle was also owned by the de Young family, a bitter rival of the Spreckels in 
San Francisco, also accounts for the unrelenting nature of the accusations.204 
Visually, Strong counters the suggestion that the laborers on Hawaiian plantations 
were disposable and interchangeable in the eyes of their masters by drawing attention to 
Japanese laborers both as a collective, cohesive group as well as individuals. 
Furthermore, as the women and children beside the male figure remind the viewer, this 
man is not just a laborer, but is also quite possibly a son, brother, husband, or father. Such 
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a detail is yet another distinction that distances this scene from the slaveholding past. 
Antebellum abolitionists often identified the dissolution of families, and the separation of 
mothers and young children in particular, as one of the most egregious crimes of the slave 
system. Famously, Eliza’s flight in Harriet Beecher Stowe’s Uncle Tom’s Cabin is 
precipitated by the impending sale of her young son. By portraying the male laborer as a 
solid pillar who hovers over the tight circle of women and child, Strong suggests that 
unlike antebellum American plantations, which tore families apart, Hawaiian plantation 
life allowed families to work together as a harmonious unit. They are to prosper together 
on the plantation, making it their home.  
Additionally, the family serves to separate the Japanese immigrants from the 
earlier waves of Chinese labor. Tacitly, the Hawaiian government supported a plan in 
which it hoped to shift the balance of labor from mostly Chinese workers to mostly 
Japanese.205 When the first wave of Chinese immigrants had arrived in the 1860s, 
planters and missionaries had fretted over the potential consequences of a labor 
population that predominantly consisted of single men. In 1864, the editor of the Pacific 
Commercial Advertiser had argued that “To throw in these islands, hundreds or 
thousands of laborers without their wives, to encourage their importation without that 
controlling and softening influence which women, by God’s will, exercise over man, 
would be to encourage vice and urge on the fearful evils originated by dissolute 
habits.”206 And as one missionary argued, the presence of the family would prevent men 
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from becoming mere working “machines,” while also supposedly preventing that which 
planters feared most: violent protests or strikes in the case of discontented workers. Men 
were less likely, they reasoned, to engage in “riotous disturbances” around their 
families.207 As time wore on, many of the plantation owners who stereotyped their 
Chinese workers as universally lazy, untrustworthy, and morally corrupt attributed their 
behavior to their unmarried status. The statements released by the Board of Immigration 
more or less agreed. They suggested that the immigration of families would result in a 
laboring class that would be more stable, and added the distinction that by encouraging 
the immigration of families, the labor source would also conveniently regenerate itself. 
“Desirable” immigrants, such as the Japanese, Portuguese, and Germans would 
eventually become property owners themselves and add to the Islands’ population.208 In 
contrast, those who were prejudiced against the Chinese argued that they were inherently 
unassimilable. Of the unmarried Chinese laborer, critics argued that he “is not a genuine 
immigrant,” he “does not settle down to make a home,” his “sole objective is to save 
himself enough money to get back to China,” and he “despises our customs and manners 
and maintains his own.”209 These arguments characterized the Chinese as taking from the 
plantation system, but offering nothing to Hawaiʻi in return. Strong’s painting, however, 
suggests that the family offers the most precious of gifts to its Hawaiian hosts: a child 
who will be raised in Hawaiʻi, and who will possibly know no other life.  
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Kalākaua and Japanese Laborers 
Unsurprisingly, Strong’s work hardly reflected the reality of plantation life. When 
Japanese laborers did finally arrive at Spreckelsville, they were largely single men, just 
like the immigrants from China.210 Nor was plantation work the “pleasant” work 
described by the Advertiser, as accusations of abuse and mismanagement promptly 
emerged at multiple plantations after the arrival of Japanese laborers in Hawaiʻi.211 As 
much as the newspaper coverage of Strong’s sketching trip served to shroud the painting 
in a façade of truthfulness for the Honolulu public, it was still largely an imaginary scene. 
However, while it seems obvious that Japanese Laborers was a piece of coercive 
imagery that presented some sort of argument regarding the recent surge in Japanese 
immigration, it is actually quite difficult to determine precisely what that argument might 
be. In part, this is because Joe Strong apparently produced Japanese Laborers under two 
different patrons—Robert Irwin and King David Kalākaua.  
Given that there are many ways in which Strong’s painting mirrors the vision of 
idyllic, picturesque agricultural production and idealized contract labor as set out by 
Irwin, it is tempting to read the work by orienting its analysis primarily toward the affairs 
of white American planters in a manner that is similar to Perry’s or Denny’s depictions of 
Rose Ranch. After all, Perry’s painting of ‘Ulupalakua appeared at the Loan Exhibition 
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of the Honolulu Library Association of 1882, priming viewers with such a model of a 
plantation landscape only a few years before Strong displayed his work.212 Such an 
orientation also seems logical given that even though Irwin initially intended to present 
the painting to the emperor of Japan, the image was still presented to Honolulu audiences 
that would have included a critical mass of American planters and businessmen.213 A 
sketch of the painting was displayed as a diplomatic prop at a state dinner that was clearly 
oriented towards Japanese and Hawaiian relations—the dinner was given in honor of the 
consul of the Japanese emperor in a room that was also adorned with a portrait of 
Kalākaua draped with Hawaiian and Japanese flags. 214  However, also present at the 
dinner were numerous figures who were connected to Spreckels and the sugar industry, 
such as William G. Irwin of W.G. Irwin & Co, who had recently partnered with 
Spreckels to handle his Hawaiian sugar interests and acted as agent for J.D. Spreckels’ 
Oceanic Steamship Company.215 Also in attendance was Kalākaua’s Attorney General 
Paul Neumann, who served as Spreckels legal counsel. By association with Spreckels, 
Neumann in particular had been dragged through similar accusations of Hawaiian slave-
driving that had been leveraged at Spreckels; the San Francisco Chronicle had described 
him as a “sugar-coated” Spreckels lackey, who, if elected, would become “chief 
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congressional bottle washer for a foreign monopoly, supported by slave labor and 
growing rich by frauds.”216 Thus, given that Strong was already tied to the Spreckels 
family and that his painting was observed by viewers who would have been sympathetic 
to Spreckels, it makes sense to read Japanese Laborers as an attempt to portray the sugar 
king in a positive light.  
 At the same time, though, taking into account the transfer of Irwin’s commission 
to Kalākaua provides an alternate lens for considering Japanese Laborers in which the 
painting becomes an image that attempted to resist the kind of American encroachment in 
Hawaiʻi represented by Spreckels. 217 Since assuming the throne in 1874, Kalākaua had 
sensed that Hawaiʻi was inching precipitously close to annexation by the United States. 
In the shadow of the Treaty of Reciprocity, he contemplated the rise of a pan-Oceanic 
alliance in which Pacific nations would consolidate their power into a united 
confederacy. Japan, with its own burgeoning imperial ambitions, would be a desirable 
ally and could prove a strong foil in curtailing Western encroachment in the Pacific. As 
discussed in the previous chapter, when Kalākaua embarked on his world tour in 1881, 
his detractors stirred up rumors that the King of Hawaiʻi was undertaking a marketing 
tour to sell the Islands to the highest bidder. But Kalākaua had quite the opposite idea in 
mind when he stopped in Japan during his tour. He seized the visit as an opportunity to 
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present his concept of pan-Oceanianism to the Meiji emperor, framing it as a means of 
preserving the sovereignty of the nations of the Pacific. He explained that: 
The purpose of my travels this time has been to promote something that has been 
on my mind for many years, a league of the countries of Asia. The European 
countries make it their policy to think only of themselves. They never consider 
what harm they may cause other countries or what difficulties they may cause 
other people. Their countries tend to work together and cooperate when it comes 
to strategy in dealing with the countries of the East. The countries of the Orient, 
on the other hand, are mutually isolated and do not help one another. They have 
no strategy for dealing with the European countries. This is one of the reasons 
why the rights and benefits of the East are now in the hands of the European 
countries. Consequently, it is imperative for the countries of the East to form a 
league to maintain the status quo in the East, in this way opposing the European 
countries. The time for action has come.218   
 
Kalākaua revealed to the Emperor that during his trip he intended to appeal to not only 
Japan, but also to countries throughout the Far East, including China, Siam, India, and 
Persia. In doing so, he hoped to enlist the clout of Japan as a leader in Asia, even offering 
to step back and cede control of the Confederacy to Emperor Meiji.219 In order to further 
seal the deal, Kalākaua  hoped to betroth his niece Prince Ka’iulani to Japanese Prince 
Sadamaro, a proposal that the emperor quickly declined. Although Emperor Meiji was 
interested in the idea of Kalākaua ’s league in a general sense, he did not pursue it with 
any seriousness; the increasing tensions between Japan and China were enough to worry 
about, not to mention that they made the type of unity suggested by Kalākaua highly 
difficult to imagine. Nonetheless, Kalākaua continued to foster goodwill with the 
Emperor and funneled his efforts into promoting Japanese immigration to Hawaiʻi. The 
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success or failure of Japanese contract labor was therefore not only an economic issue 
that aimed to bolster the health of Hawaiʻi’s plantation economy. It also embodied 
broader philosophical and diplomatic questions that informed Kalākaua’s strategy for 
protecting Hawaiian sovereignty.  
 In relation to Kalākaua’s vision of pan-Oceanianism, Dusinberre et al. have noted 
that Joe Strong altered features of his Japanese subjects—“slightly wider eyes, higher and 
more rounded cheeks, fuller lips and more pronounced noses”—to render them less 
“unmistakably” Japanese and more ambiguously Polynesian (Fig. 2.15).220 They wonder 
if this sort of elision reflects the characterization of the Japanese as a “kindred” or 
“cognate” race to Polynesians, as had already been suggested during the first wave of 
Japanese immigration in the 1860s. 221 As Kalākaua’s words to the Meiji Emperor 
demonstrate, characterizing Japanese and Native Hawaiians as kindred races now served 
an even greater purpose than replenishing the plantation labor source with a compatible 
group. It had also become a matter of infusing Pacific blood into the population as a 
means of maintaining a critical balance of Native power as Hawaiʻi attempted to resist 
the imperial West.222 Similarly, Kalākaua’s framing of Japanese immigration as a step 
towards pan-Oceanianism also sheds different light on the reference to fertility elicited by 
the mother and child in Japanese Laborers. On the one hand, read in reference to 
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Spreckels and foreign sugar, the mother and child become a symbol of the continued 
abundance of the (American) sugar industry in Hawaiʻi. But Kalākaua’s plans to create 
an alliance between alledgedly racially kindred Japanese and Native Hawaiians—as 
reflected by his proposal for royal marriage between Hawaiʻi and Japan—was actually 
aimed at using the sugar industry to transfer the balance of power away from America 
and Europe.223 Strong’s painting even seems to subtly gesture at such a shift as the 
Japanese laborer turns his back on the white overseer. When the hypothetical viewer of 
the painting becomes Kalākaua or the Meiji Emperor, this figure now refuses the white 
gaze, locking his focus instead on his Native Hawaiian ally or Japanese kin.  
Could we therefore consider this image a subtle depiction of Kalākaua’s rejection 
of the American planters on whom he had long been dependent, in favor of his hopes for 
a Japanese alliance? After all, in addition to soliciting the support of the Japanese 
emperor, as Strong painted Japanese Laborers, Kalākaua was actively engaged in trying 
to disentangle himself from debts attached to American planters and Spreckels in 
particular. At this moment, the Kingdom of Hawaiʻi  owed $700,000 of its $1,300,000 
public debt to Spreckels, and Kalākaua  was increasingly fed up with being cast as 
Spreckels’ “puppet,” a description that the King’s critics regularly employed.224 In 1886, 
Kalākaua’s government would eventually secure a loan from a London syndicate that 
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allowed him to release himself from obligation to Spreckels, divorcing himself and the 
kingdom from nearly a decade’s worth of Spreckels’ political influence. Thus, perhaps 
this image is meant to be “complimentary” of American sugar, but with a particular end 
in mind. A positive depiction of Spreckelsville would serve as a means of placating 
Spreckels and flattering his ego, acting as a distraction from what was about to unfold in 
London. In short, the image could be a diplomatic smokescreen intended to conceal 
Kalākaua’s intentions.  
After all, as recent scholars of Kalākaua’s reign have noted, the king was 
extremely deliberate in his deployment of the trappings of Western pomp and politics, 
whether in the form of architecture, monuments, or regalia. As Stacy Kamehiro has 
demonstrated, Kalākaua did not simply mimic, but re-purposed and transformed these 
forms within a specifically Hawaiian context that was attuned to his own goals of 
enhancing his own prestige and his vision of Hawaiian sovereignty.225 He was highly 
thoughtful and perceptive as he sifted through the strategies of would-be colonizers.226 It 
therefore seems incongruous to suppose that Kalākaua’s decision to commission of a 
piece of grandiose art and to display it as a diplomatic spectacle at the ‘Iolani palace 
would deviate from this approach. Furthermore, it seems that Strong himself could have 
been attuned to the king’s political dilemma, as he and his wife Isobel were part of the 
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“Palace Set,” a circle of expatriates whom Kalākaua entertained at parties at ‘Iolani 
Palace and in fashionable Honolulu homes.227 In her history of nineteenth-century 
Hawai‘i, Kathleen Mellen records Isobel’s recollection of an intimate conversation that 
occurred as she met Kalākaua alone in his study just as the King was coerced into 
accepting the Bayonet Constitution in 1887, in which she discussed Kalākaua’s resistance 
to American imperialism: 
Without speaking, he handed her a small parcel. Opening it she found a morocco 
box containing the Royal Order of Oceania and a scroll creating her a Lady 
Companion of the Royal Order of the Star of Oceania. After thanking him, she 
asked: “Why is the Missionary Party making so much trouble for Your Majesty?” 
He replied, “It is not me personally, what they want is my country… It has been a 
steady fight ever since I came to the throne…” I was appalled. “Take the islands 
away from you? Surely they couldn’t do that!” I said. “Not while I live,” he 
replied.228  
 
Still, it is possible to read Strong’s painting within the context of an imperial gaze 
that attempted to suppress Hawaiʻi’s claims of political and cultural equality with Europe 
and America. As Dusinberre et al have shown, Japanese Laborers can be directly 
connected to the photography of Eduard Arning, much of which was highly ethnographic 
in nature.229 And as a mostly imaginary image, Strong arranged the figures in a way that 
he thought would be aesthetically pleasing as well as instructive to Western viewers. In 
turn, this staging and surveillance of the bodies of Asian and Pacific Islanders recalls the 
practices of the European and American World’s Fairs and their displays of “exotic” non-
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white peoples. Strong himself would eventually become involved in such practices as 
assistant to Harry Moors, a blackbirder who facilitated the display of Samoans at the 
World Columbian Exhibition of 1892 (Fig. 2.16).230 Arguably, like the World’s Fairs, 
Japanese Laborers equates Asian bodies with painstakingly rendered, luscious 
sugarcane, proposing them as equally attractive “resources” for American planters. And 
the seated mother with child could certainly be read as an eroticized rendering, whether 
we interpret her as Asian or Pacific Islander. By nineteenth-century standards, her body is 
quite exposed, with the outlines of her breasts clearly visible. Such exposure connects her 
to standards of decency which connected nudity to “uncivilized” people.231  Within the 
Pacific context in particular, and under the gaze of the white overseer, the visibility of her 
breasts also connects her to the colonial fantasy of the sexual availability of Native 
females to white men. She therefore embodies both the sensually titillating gaze and the 
cool, clinical ethnographic eye that Westerners applied to the bodies of female Pacific 
Islanders. Such a gaze “reduced women to natural resources,” and served to bolster 
ideologies that attempted to legitimize the imperial project. 232 
Somewhat less sinisterly, but still contributing to imperial rhetoric, visions of 
Japanese farmers had shaped Westerners’ perceptions of Japan as not so much a modern 
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country, but as a decorative fantasy for aesthetic consumption. For instance, Japanese 
“farms” had appeared as exhibits of the 1868 and 1878 Paris World’s Fairs. As an 
illustration of a “Japanese farm on the Trocadero” from the 1878 Exposition 
demonstrates, these kinds of exhibits were highly staged creations in which Western 
visitors could encounter an aestheticized version of rural Japan that emphasized its 
daintiness and quaintness (Fig. 2.17).233 So too did Westerners encounter this kind of 
portrayal of Japan in decorative objects and woodblock prints (Fig. 2.18). The noble 
tenant farmer imagery evoked by Strong’s painting not only recalls European imagery of 
a painter like George Stubbs, but also scenes of rural farming that appeared in series of 
woodblock prints like those by well-known Japanese artists like Utagawa Hiroshige and 
Katsushika Hokusai (Figs. 2.19 & 2.20). It is difficult to determine if Strong would have 
had access to such prints, but the idea is not impossible, given that Japanese woodblock 
prints circulated among Westerners by the 1880s. For instance, Robert Louis Stevenson, 
step-father of Strong’s wife Isobel, developed an interest in Japan as well as an 
admiration for Japanese prints like those of Hokusai and Hiroshige. When Stevenson 
traveled to Hawaiʻi and Samoa with the Strongs in 1889, he kept a thirteen-volume set of 
Hokusai, purchased with his earnings from Treasure Island, in his library.234 By then, Joe 
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Strong would have already painted Japanese Laborers, but nonetheless, Stevenson serves 
as an example of the way in which such Japanese imagery could indeed have circulated 
among the social and artistic circles occupied by Strong. Additionally, a small detail in 
Japanese Laborers suggests that perhaps Strong might have been familiar with 
woodblock prints. When Dusinberre et al note some of the slight adjustments that Strong 
made as he referred to Eduard Arning’s photos, they point out the shaved head of the 
child, a detail that also caught the eye of nineteenth-century viewers. This distinctive 
hairstyle, known as a karako haircut, was specifically Chinese in style. Such a change, 
they argue, might have been an attempt to make the child appeal more readable as 
universally East Asian, or due to the simple tendency of a nineteenth-century foreigner 
like Strong to conflate Japanese and Chinese customs.235 Dusinberre et al are correct, and 
the hairstyle does indeed appear in a genre of Japanese imagery that depicted “Chinese 
children at play” also known itself as karako. However, the karako haircut was also 
typical of the Japanese Edo period and frequently appears in depictions of Japanese 
children in woodblock prints (Fig. 2.21). In particular, as a style worn only by children, it 
appears in images of mothers and children, where it became attached to a concept of “the 
cuteness of children,” symbolic the notion of children as beings to be nurtured and adored 
that emerged in pre-modern Japan.236 Thus, the appearance of the karako haircut in 
Japanese Laborers does not necessarily detract from the “Japanese-ness” of the figures. 
If Strong had viewed mothers and children in woodblock prints, the style could very well 
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have seemed to him as very traditionally Japanese, especially if he did not make the 
distinction that although such prints were made by Japanese artists, they often depicted 
Chinese children. 237   
The other source from which Strong—or, perhaps even more likely Irwin or 
Kalākaua, both of whom had actually traveled to Japan and had a clearly expressed 
interest in the country—could have encountered the imagery of picturesque rural Japan 
was photography. As the development of photography coincided with the opening of 
Japan to the West, photographers provided glimpses of the once-mysterious nation to 
curious viewers. Like woodblock prints, these photographs played a significant role in 
shaping Western perceptions of Japan.238 In addition to the images demanded by the 
illustrated press, the increasing number of wealthy American and European tourists who 
visited Japan in the 1870s and 1880s contributed to a bustling photography industry that 
was largely based out of Yokohama. One of the earliest Yokohama photographers was 
British-born Italian Felice Beato, who began to photograph Japan in the 1860s. In 1868, 
he published his first album, Photographic Views of Japan with Historical and 
Descriptive Notes, Compiled from Authentic Sources, and Personal Observation during a 
Residence of Several Years, which enjoyed a great deal of success. Other notable 
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photographers followed Beato, such as his fellow Italian Adolfo Farsari, who rose to 
prominence in the later 1880s after a stint in the United States army, as well as Kusakabe 
Kimbei, who had gotten his start in the business working as a photograph painter for 
Beato. Advertising in English-language guidebooks to Japan, these photographers 
provided tourists and expatriates with a stock of hundreds of negatives, from which 
customers could select images of their choice to be bound into a personalized album (Fig. 
2.22).239 Choices ranged from sites of touristic interest to landscapes, as well as to 
popular stock figures showing “typical” Japanese occupations. Overall, though, as 
Eleanor Hight has noted, the Yokohama photographers “constructed a front-row view of 
an exotic pre-industrial society.”240 And indeed, the images were highly “constructed,” as 
even though photographers presented the scenes as spontaneous snapshots of life in 
Japan, they commonly hired their subjects and posed them in a specifically thought-out 
composition, much in the way Strong posed the figures in Japanese Laborers.241  The 
photographers also produced both of the kinds of views of agriculture that Strong 
combined in Japanese Laborers, the more expansive perspective of a broader landscape, 
as well as the more closely-cropped, zoomed-in studies of individual characters (Figs. 
2.23 & 2.24).  
The images of farmers and agricultural workers produced by the Yokohama 
photographers demonstrate how these albums presented Japan as a charmingly primitive 
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culture frozen in time, rather than as a rapidly industrializing modern state. Often, the 
figures wear Edo-era garments, such as conic hats known as kasa and straw mino, which 
images typically described as “raincoats.” The labor of these figures is actually difficult, 
exhausting, dirty work, yet much like the earlier woodblock prints, the overall impression 
is one of a picturesque quaintness in which viewers could appreciate the quickly-
disappearing vestiges of the feudal era of “Old Japan.” As Hight aptly puts it, these 
images are examples of the “aestheticization of poverty” that Western viewers were 
drawn to.242 The descriptions of Japanese Laborers in the Honolulu press reflect such a 
tendency to search for the aesthetic and decorative beauty in images of Japan. The 
Saturday Press, for instance, was keen to described how a figure bent over in the smaller 
group of laborers harvesting cane “is a man bent most picturesquely,” while also drawing 
attention to the pleasing visual effect that details like the “Three bits of vivid color, a 
piece of crimson drapery, a vermillion sash and an orange kerchief,” brought to the 
painting.243 As such, Strong’s decision to paint Japanese Laborers as a scene that was 
devoid of the types of technology that textual descriptions of Spreckelsville celebrated 
echoes the manner in which photographers such as Farsari and Kusakabe Kimbei were 
simultaneously providing Western viewers with a stream of images of rustic, primitive 
Japan. Like the figures of geisha and dainty kimono-clad women that also pervaded the 
Western imagination and attached Japan to a concept of fragility, this aestheticized 
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agricultural imagery associated Japan with antiquatedness as a means of diminishing the 
idea of the nascent Eastern empire as any sort of political threat.244  
Viewed in this light, Japanese Laborers would seem to be an image that denies 
Japan, and by association, Hawaiʻi, the possibility of claiming that they were prepared to 
engage on politically and culturally equal terms with Europe and the United States. 
However, as Miya Elise Mizuta has argued, perhaps there is room to consider the 
possibility of “self-production” in this painting. Examining a slightly later period, the 
Japanese displays at the St. Louis World’s Fair of 1904, Mizuta argues that Japan 
consciously presented itself as an “artistic,” “feminized” nation to the West as a 
calculated imperial strategy. As she explains, by appealing to such stereotypes in a 
performance that “strategically played into the desire of the West,” Japan created “a 
façade that the imperialist nation hid behind as it advanced militarily into other parts of 
Asia.” 245 Following Mizuta’s logic, perhaps Kalākaua solicited a nostalgic image of 
Japanese farming as a means of shrouding his plans to ally Hawaiʻi with Japan. Even in 
the 1880s, white supremacists feared an alliance between two nations who had thus far 
resisted the press of European extraterritorial ambition. Japanese immigration further 
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deepened that threat, as it left open the possibility of a demographic shift in which the 
white population in Hawaiʻi would become vastly outnumbered by a Native and non-
white majority, contradicting the  narrative of “natural” evolution towards Anglo Saxon 
dominance.246 After all, such a shift had already occurred, as Chinese men had quickly 
come to represent nearly half of Hawaiʻi’s adult male population. What if the same were 
to occur with the Japanese, a nation which was largely acknowledged as far more 
intellectually, militarily and culturally developed than the Chinese, and which was 
correspondingly understood as far more politically ambitious? The imperial game for 
which Kalākaua was devising a strategy was not exactly the same one played by Japan in 
1904; nonetheless, Hawaiʻi’s king was certainly pondering how to play his cards as he 
negotiated the balance of the kingdom’s sovereignty with multiple encroaching nations. 
Perhaps the image of obedient, picturesque Japanese on a sunny American-owned 
plantation was precisely the kind of bluff he required as he pondered his next move.  
Ultimately, it is extremely difficult to move beyond speculation towards certainty 
where Japanese Laborers is concerned. The task of interpretation is made even more 
challenging given that it is unclear how far along the work was when patronage shifted 
from Irwin to Kalākaua, and by the fact that it is hard to determine how much input either 
patron had on Strong’s process. But, it seems inadequate to entirely deny the possibility 
that there could have been some degree of self-presentation at work on Kalākaua’s part, 
even if the execution of the painting itself was done by a white American. To do so 
                                                        




would be to assume that an imperial gaze could only travel in one direction and could not 
be manipulated or resisted to those to whom it was applied.247 It is evident that unlike 
Perry and Denny’s depictions of Rose Ranch, it does not make much sense to read 
Japanese Laborers as particularly supportive of annexation. Identifying the staunchly 
nativist Kalākaua as a patron suggests otherwise, but so too does the possible 
involvement of Claus Spreckels. Spreckels was a pragmatic royalist, who recognized that 
it would hurt his plantation’s labor supply severely if the Chinese Exclusion Act of 1882 
transferred to Hawaiʻi in the event of annexation.248 As for Irwin, it is perhaps not 
accurate to call him a full-fledged royalist, but because of his diplomatic connections to 
Tokyo, he was wary of how an increasingly powerful Japan, a nation which was rapidly 
ascending on the imperial stage, would respond to an aggressive move like annexation in 
the Pacific sphere.249 If we take Japanese Laborers as a celebration of American 
influence in Hawaiʻi, at most it would be as a reflection of influence of a more unofficial 
sort, the type of puppetry that Spreckels desired and Kalākaua  rebuffed.  
The final missing part of the puzzle is how the painting was received by the Meiji 
Emperor, that is, if it was ever received at all, which seems unlikely. Dusinberre et al 
hypothesize that perhaps upon viewing the final piece, it occurred to Irwin that the 
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Emperor would not find the image to be a complimentary depiction of his countrymen, 
for reasons ranging from the potentially sexualized connotation of the partially clothed 
female to the “Chinese”-ness of the child’s karako haircut, or to the fact that a pretty 
painting simply would not be enough to bury reports of abuse of laborers that were 
already emerging. Ultimately, this hypothesis is a sound one. It seems highly possible 
that someone involved in the work’s creation, whether it was Kalākaua or Irwin, worried 
that the painting might be taken the wrong way and got cold feet, leading to the painting 
remaining in Irwin’s possession in Honolulu. After all, if anything is clear about 
Japanese Laborers, it is that it is a work that is incredibly protean in nature and which 
had from its inception, a host of viewers who all had their own plans for Hawaiʻi. As an 
art historical object, this ambiguity is what makes the work fascinating. But as a 
diplomatic token, perhaps such a level of ambiguity was not, in the end, ideal. 
Conclusion: the Islands-as-sugar 
Once again, as in the photographic portraits of Queen Emma that appeared in 
Chapter One, this small grouping of objects evokes multiple questions that remain 
unanswered. We might continue to wonder how, intellectually, artistically, and 
practically, someone like Enoch Wood Perry shifted between the worlds of European 
academic painting, Confederate Louisiana, and Rose Ranch. So too would the story of 
Gideon Jacques Denny be much illuminated by identifying the San Francisco 
“Gentlemen of Taste” that were so keen to buy his depiction of Captain Makee’s 




Additionally, also like the portraits of Queen Emma, this group of paintings 
illustrates an arc that traces a rapid cultural and political evolution in late nineteenth-
century Hawai‘i, this time as embodied by the growth of the sugar industry. As Perry 
painted Rose Ranch in 1865, Hawai‘i had only just begun to dip its toe into the already 
crowded pool of global sugar production. By 1885, the sugar industry had grown to be 
important and prominent enough that it metonymically represented Hawai‘i’s place in 
international affairs in  Japanese Laborers. Joseph Dwight Strong confidently presented 
the Islands-as-sugar, a symbolic embodiment that would become inextricably part of 
Hawai‘i’s history, but which had only just begun to emerge at the moment of Perry’s 
painting. The shift in circumstances is similarly evident in the way in which the delicate 
suggestiveness of Perry’s Rose Ranch, with its tiny American flag viewed from a distant 
precipice, contrasts with the close-up perspective of Japanese Laborers, in which the 
viewer confronts the modern contract worker face-to-face as the Islands’ economic and 
ethnic evolution is made boldly visible. Japanese Laborers intensified the tentative 
questions posed by Rose Ranch as it cast aside the cherished myth of Hawai‘i’s 







Fig. 2.1.  Enoch Wood Perry, Jr., Rose Ranch, ‘Ulupalakua, On the Slopes of Haleakala, Maui, 1865. Oil 
on Canvas, 26 x 38 in. Honolulu Museum of Art. 
 





Fig. 2.3. Marie Adrien Persac, “Sugar Plantation,” from Norman’s Chart of the Lower Mississippi River, 
1858. Newberry Library. 
 
 





Fig. 2.5. Gideon Jacques Denny, Rose Ranch, ‘Ulupalakua, 1868.  
 
 






Fig. 2.7. Jules Tavernier, Maui Sugar Plantation, 1885. Oil on Canvas. Collection of Michael Horikawa. 
 
 






Fig. 2.9. Eduard Arning, “Ex-City of Tokio migrants in Honolulu, Febrary 1885.” MARKK Hamburg. 
Reproduced in Dusinberre et al., The Changing Face of Labour between Hawai’i, Japan and colonial 
Taiwan," Historische Anthropologie 27.3 (2019). 
 
 
Fig. 2.10. Titian Ramsay Peale, Kilauea by Day, 1842. Oil on canvas, 51.5 x 76.5 cm. Bernice Pauahi 















Fig. 2.13. George Stubbs, Reapers, 1785. Oil on Wood, 35.3 x 53.8 in. Tate Britain.  
 
 
Fig. 2.14. “Laying a Railroad Track in the Cane Fields,” Depiction of Spreckelsville Plantation, Maui, 





Fig. 2.15. Details from photographs by Eduard Arning and Joseph D. Strong’s Japanese Laborers. 





Fig. 2.16 “The Samoan Village—on the Midway,” from Official Views of the World’s Columbian 






Fig. 2.17. “The Japanese Farm on the Trocadéro,” from the Graphic, June 15, 1878, p. 584.  
 
 
Fig. 2.18. Japanese Tray: Farmers in a Rice Field, late nineteenth century, lacquered wood, 12.4 x 9.8 cm. 





Fig. 2.19. Utagawa Hiroshige, No. 42 “Midono,” from the series Sixty-nine Stations of the Kisokaido, c. 
1835-1838. Color woodblock print, 24.3 x 36 cm. Art Institute of Chicago. 
 
 
Fig. 2.20. Katsushika Hokusai, “The New Fields at Ōno in Suruga Province,” from the series Thirty-six 





Fig. 2.21. Utagawa Hiroshige, Surimono depicting a peasant lady nursing her child beside a stream, a lady 
in a kimono standing behind her; The Noji Jewel River in Yamato Province. 18.6 x 13.8 cm. Note the 
child’s shaven head in the karako style, in a pose similar to that of the mother and child in Strong’s 
Japanese Laborers.  
 
  
Fig. 2.22. Catalogue of Kimbei Photographic Studio, c. 1880-1900. Freer Gallery of Art and Arthur M. 



























Fig. 2.23. Adolfo Farsari, Transplanting Rice, c. 1886. Hand-colored photograph. Pitt Rivers Museum, 
University of Oxford. 
 










“Two Impressions on One Plate” 
 
 On September 30, 1897, readers of the San Francisco Call encountered Miriam 
Michelson’s unequivocally titled exposé on the United States’ possible annexation of 
Hawai‘i, “Strangling Hands Upon a Nation’s Throat.” Although papers like the Call 
tended to relegate articles by newspaper women—as female journalists like Michelson 
often preferred to be called—to their back sections or Sunday departments, Michelson’s 
emotional and stingingly blunt coverage of Native Hawaiian petitions in protest of 
annexation occupied the entire front page.250 She stated the perspective of her piece 
without ambiguity: Hawai‘i, she wrote, had not asked for annexation. “To the natives the 
loss of nationality is hateful, abhorrent,” she explained. “It is the old battle—the white 
man against the brown; might against right; strength against weakness; power and 
intellect and art against docility, inertia and simplicity.” 
Michelson then described two distinctly different facets of annexation-era 
Hawai‘i. Initially, she provided the sort of picturesque vision of the Islands that had 
already been packaged for consumption by upper-crust American tourists and investors: 
If you come to Honolulu for a short visit to a friend, say (and your friend, of 
course, belongs to the smart set) you will carry back with you the happiest 
memory, the prettiest picture of the place and the people. You will retain a series 
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of vividly colored impressions of mountains, sea, shaded streets and cool, 
spacious, charmingly decorated salons. You will not soon forget how beautiful a 
scene is a great garden of tall tropical trees, covered with drooping sprays of 
crimson flowers, where the electric lights look like other flowers of diamonds. 
The men in white duck and the women in lace trimmed diaphanous gowns walk 
about and talk and laugh and listen to the sweet strains of the native music, and 
the soft evening air is a caress and the plashing of the Southern Sea accompanies 
it all like the bass chant of a lull-toned chorus. 
 
However, before the enchantment of Pacific paradise could settle upon her readers, 
Michelson quickly shifted her tone to reframe Americanized Hawai‘i as a veneer that 
shrouded the tragedy that the impending loss of national identity and sovereignty spelled 
for Native Hawaiians. She explained that: 
But if you go to the islands as I did—if you see and hear what I did—behind and 
above this picture you will see another, as if the photographer has taken two 
impressions on one plate. It is the face of the native Hawaiian that looks through 
the enchanting scene—a dark red brown, sphinx-like face. The large head is set 
finely upon a strong, full neck. The forehead is broad, with projecting brows. 
There is an oriental width across the cheek bones, a wide-nostriled, straight nose, 
a large thick-lipped determined mouth, that is not loose, and a full, broad chin. 
The expression is bold but wistful and in the dark, somber well-opened eyes there 
is a question: 'What are you going to do with me? 
 
The Call illustrated its front page with an image that embodied this metaphor of “two 
impressions on one plate” (Fig. 3.1).  Pictorially, the illustration combined the same two 
modes that Michelson’s text employed—a scenic depiction of the genteel life led by 
Americans in Honolulu of the sort that appeared in numerous touristic guidebooks of the 
era, as well as the equally prevalent ethnographic portrait (Figs. 3.2 & 3.3). In this 
rendering, a Native Hawaiian man stares glassily past the reader of the paper. 
Superimposed over his portrait is a scene of leisure like that described by Michelson, in 




grounds of a lush garden party lit by lanterns, oblivious to the apparition hovering in the 
sky above them. As they reap the benefits of American encroachment in the Islands, they 
blithely overlook its cost for Native Hawaiians.  
On August 12, 1898, nearly a year after Michelson’s article appeared in the Call, 
an official ceremony of annexation was held at Honolulu’s ‘Iolani Palace. This time, a 
different San Francisco newspaper woman observed the proceedings. Mabel Clare Craft, 
who had worked for several months in Hawai‘i as a reporter for the San Francisco 
Chronicle, described the scene of the formal annexation ball held at the former palace, 
which had been rechristened the “Executive Building” under the Hawaiian Republic. She 
echoed Michelson’s imagery of the ghostly presence of a Native Hawaiian witness to 
annexation, as the painted portraits of the deposed Hawaiian monarchy glowered at the 
revelry unfurling beneath them: 
In the evening, brilliant fire-balls climbed the still, dark skies, and wild noises 
disturbed the silent tropical night—these the contribution of the Annexation Club. 
Later, there was a ball—mixed as to guest, and varied as to detail—a ball in the 
old throne-room of Iolani Palace, where the dark, disapproving faces of rows of 
Kamehamehas looked down on dancers from every country under the sun except 
their own.251 
During the several months that she spent in Hawai‘i on behalf of the Chronicle, Craft had 
become an even more vocal critic of annexation than Michelson. Aligning with 
Michelson’s contention that Native Hawaiians viewed annexation as “hateful and 
abhorrent,” Craft declared that “I do not believe that might necessarily makes right…In 
Hawaii is the old spirit that abides in unhappy Poland, that burns in the breasts of Alsace-
                                                        




Lorraine. The looting of the Hawaiian monarchy by a few Americans was a sort of 
successful Jameson raid, and not an exploit over which any American need thrill with 
pride.”252 As a staunch Royalist and anti-imperialist, Craft diverged from the point of 
view that more commonly appeared in the American press, which tended to either 
uncritically praise the achievement of annexation, or to characterize the nation’s imperial 
coup as a perhaps unfortunate, but ultimately unavoidable, byproduct of the “natural” 
course of white civilization.  
 Both Craft’s description of the annexation ball and her indictment of the United 
States appeared not in her original journalistic coverage but in her photographically 
illustrated book, Hawaii Nei, published by San Francisco’s William Doxey in December 
1898 after her return from the Islands. At first glance, Craft’s book might seem to 
resemble the many touristic guidebooks that had distilled Hawai‘i into an easily 
digestible list of must-see attractions and statistical information for American travelers. It 
also recalls the genre of “new possessions” books that flourished in annexation-era 
Hawai‘i. These heavily illustrated publications were intended to unequivocally celebrate 
and acquaint American readers with their nation’s impending imperial possessions, 
typically focusing on Hawai‘i, the Philippines, Cuba, and Puerto Rico.253 Many of the 
photographs that illustrate Hawaii Nei initially echo the common images that readers 
familiar with these books would have expected, such as the pounding of poi, a spear 
fisherman, a grass hut, or hula dancers. Indeed, several of the photos were taken by some 
                                                        
252 Craft, vii. 
253 On the genre of “new possessions” books, see Thompson’s Imperial Archipelago: Representation and 




of the most popular photographers who provided images of the Islands to tourists and 
authors of guidebooks. However, delving deeper into Hawaii Nei once again calls to 
mind Miriam Michelson’s concept of layered impressions, as it becomes a sort of 
palimpsest of imperial rhetoric. Craft superimposed two different impressions of Hawai‘i 
in her book: the visual imagery typical of the pro-annexation press and her own textual 
descriptions derived from her highly personal experience in the Islands. Her text 
therefore adds an additional layer of perspective that alters or attempts to scrub away, 
palimpsest-like, the original impression that the reader might otherwise form when 
encountering these images in the context of new possessions or travel literature. In doing 
so, Craft not only spoke out against annexation and poised herself as an eyewitness to 
injustice, but also challenged the accuracy or “truth” of annexation-era journalism and 
imperial photo narratives.254  
 
Hawaii Nei 
The title of Craft’s book is a Hawaiian phrase that roughly translates to “this 
Hawai‘i,” “the Hawai‘i in this spot,” or “all Hawai‘i.”255 The nuance of the phrase is 
difficult to capture in translation, but it at once implies locality—Hawai‘i here—while 
also emphasizing a Hawai‘i that is all-encompassing, that is all of Hawai‘i, rather than a 
highly specific location or place. The selection of the title reflects Craft’s attempt at 
embodying in her text a point of view that was a highly personal reflection—as she put it, 
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“merely an individual opinion, but a sincere one”—but which she also presented as a 
public attempt to bear witness to the crimes of American imperialism on behalf of Native 
Hawaiians at large. She declared: “I have but reflected the political sentiments of the 
majority of Hawaiians as I found them during the summer of annexation, when hearts 
were peculiarly stirred by the culmination of an injustice that amounted to crime” (vii). 
The Hawaiian title also set Craft’s work apart from new possessions literature. Titles like 
José De Olivares’ Our islands and their people as seen with camera and pencil (1899) or 
Trumbull White’s Our New Possessions (1898) emphasized Hawai‘i’s status as 
America’s possession; the usage of the word “Our” particularly served to negate any 
vestige of Hawaiian sovereignty and minimized the possibility of a shared Native  claim 
to the Islands. In Olivares’ case, the distinction between Our Islands and Their People 
also implied that there was still an inherent difference between Americans and the 
Indigenous populations of the newly acquired regions. 
 Craft transferred much of the text of Hawaii Nei from her articles that appeared in 
the San Francisco Chronicle and a handful of other mainland newspapers, although she 
occasionally omitted or rephrased parts of her previously published work. The book’s 
fifteen chapters loosely follow the conventions of Hawaiian travel narratives and 
guidebooks: she departs from San Francisco by steamer, visits Honolulu during the 
annexation ceremonies of August 1898, and then proceeds on excursions to Maui and the 
Big Island of Hawai‘i. The titles of some chapters help situate Craft geographically in the 
Islands, but others are more thematic in nature, i.e. “The American Colony,” “Native 




chapter. In most, but not all, cases, the photo relates to a topic within the chapter, 
although occasionally it refers to a topic that Craft discusses in greater detail elsewhere in 
the book. It is unclear how these photographs were selected, or how much input Craft had 
in choosing their placement. However, given the way in which so many of the images do 
relate to arguments made by Craft’s text, it seems that either she or her publisher gave 
some concerted thought to the selection of the photos and that they were not entirely 
haphazard. 
At multiple points in Hawaii Nei, Craft refers to herself as a photographer and 
sometimes even suggests that she is the author of some of the images that appear in the 
book.256 A few might be her work, but several were certainly taken by other 
photographers.257 Multiple photographs appear to be the work of a relatively unknown 
amateur photographer, Herbert Smith, a draper from Manchester, England who visited 
Hawai‘i  for a year in 1893.258 Others, though, were images that popular photographers 
like Henry Weatherbee Henshaw peddled in bulk to tourists. One might wonder why 
Craft didn’t provide more images herself, or why she didn’t rely on more obscure 
photographers, given that she emphasized that she had formed her opinions about 
Hawai‘i  based upon her eye-witness, critically of-the-moment encounters in the Islands, 
and not from previously published guidebooks or hear say. To this question there is really 
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no definite answer, only speculation. For one, it’s possible that she simply did not obtain 
images of all the topics she wished to cover in Hawaii Nei. Or, perhaps she or her 
publisher did not consider her own photography to be of suitable quality for publication. 
However, given that re-contextualization is a recurrent theme throughout the book, the 
deliberate reuse of familiar images also makes sense as a deliberate rhetorical strategy. 
Even though many of the photographs in Hawaii Nei appeared in other 
contemporaneous works, several of the key scenes and figures of new possessions 
literature are conspicuously absent. While they appear in Craft’s text, there are no images 
of the American military, the lowering of the Hawaiian flag and the raising of the 
American flag at the annexation ceremony, or of Sanford B. Dole. Overall, Craft avoided 
images that referenced white, Americanized Hawai‘i. Despite her text being firmly rooted 
in a late nineteenth-century context as a specifically anti-annexation work, visually, the 
book presents an impression of Hawai‘i which to Craft and her turn of the century readers 
would have evoked the vestiges of “primitive” or “pre-modern” Hawai‘i. Similarly, 
thirteen out of the sixteen images that appear in Hawaii Nei are portraits or scenes 
inhabited by human beings, none of whom are white foreigners. Craft’s visual strategy 
therefore not only diverged from new possessions literature, but also from the exhibits 
that appeared at contemporaneous pro-annexation, pro-imperial exhibitions such as the 
Trans-Mississippi and International Exposition (1898) and the Greater America 
Exposition (1899), both held in Omaha, Nebraska. As Stacy Kamehiro and Danielle 
Crawford have noted, these books and exhibitions “focused on scenery, not the diversity 




aggressively whitened, civilized, and largely scrubbed of the vestiges of a primitive past. 
Obliging, apparently docile Native figures do appear, but by and large such portraits were 
outnumbered by depictions of plantations, shipping, or “scenic views.” They therefore 
presented a vision of a sparsely occupied Hawai‘i that was waiting to be developed to its 
supposed full potential by American investors and tourists.259  
Craft’s Hawai‘i, in contrast, was already conspicuously populated by Native 
Hawaiians. In her first full chapter, which describes her steamer voyage from San 
Francisco, she immediately sets about abusing the notion that the Islands are a 
prospector’s paradise. The chapter begins with a scenic landscape captioned “A Typical 
Hawaiian Sky” (Fig. 3.4). As the Hilo Daily Tribune informed readers, photographs like 
this one were a quintessential touristic souvenir of Hawai‘i.260 Initially, Craft deploys her 
most flowery, poetic language as she presents the voyage from San Francisco as a 
dreamlike pleasure cruise, writing that  
…to slip smoothly down through six delicious days of rest and languor is fit 
preparation for entering into the presence of this queen of the sundown sea. The 
days at sea are full of dreams and laziness. It is a rest cure on a gigantic scale, 
with a hundred people taking it all at once…There are magnificent sunrises and 
moon rises, like ships on fire; and the sun sets in a glory of clouds and sky to be 
seen nowhere on dry land (1) 
                                                        
259 Stacy Kamehiro and Danielle B. Crawford, “Hawai‘i and the Philippines at the Omaha Expositions,” in 
The Trans-Mississippi and International Expositions of 1898-1899, ed. Wendy Jean Katz (Omaha: 
University of Nebraska Press, 2018), 384 and 392-394.  
260 The Tribune of June 5, 1897 noted that “We know of no more effective method of interesting friends 





Such a description tapped into some of the most common stereotypes of Hawai‘i—its 
seductive natural beauty, the healing nature of the climate, and the tendency of Native 
Hawaiians and visitors alike to embrace the ethos of dolce far niente. 
However, the tone of the text quickly changes in what seems to be a calculated 
strategy of dissonance that occurs throughout Hawaii Nei. By abruptly shifting from 
poetic descriptions of images that readers might initially interpret as benignly beautiful or 
charmingly primitive to blunt commentary, Craft unsettles those who presume 
themselves familiar with the tropes of Pacific imagery. Watching her fellow passengers 
pull out their guidebooks as the steamer nears Honolulu, Craft gently mocks these 
“students” as they study their “statistics” and take careful notes on mostly geographical 
and geological facts. She draws attention to their naiveté and the extent to which their 
knowledge of the Islands is solely based on the most basic, ill-informed South Seas 
stereotypes. The readers confuse cacao with coconuts, assume the recent practice of 
cannibalism and idol worship, and express shock upon discovering that Chinese, 
Japanese, and Portuguese immigrants outnumber Native Hawaiians. Craft is bemused by 
how they have been sold a false bill of goods; soon, these readers will realize that “the 
soil, which is described in prospectuses as flowing with milk and honey and producing 
wild all sorts of luxuries, is in reality poor, with nature yielding little spontaneously…” 
She concludes with a touch of schadenfreude that “There is not much left in Hawaii for 
the poor man, and even the capitalist will have some difficulty making an entrance where 




Craft therefore presented herself as a more enlightened figure than her bumbling 
fellow tourists, as she argued that the usual literature consumed by this group provided a 
very particular kind of shallow knowledge through the acquisition of facts and figures, 
many of which were inaccurate to begin with. By beginning with this observation, she 
suggested that Hawaii Nei was a different sort of book. Indeed, many of her readers on 
both sides of the political spectrum were quick to note that Craft had embraced a new 
way of writing about Hawai‘i. The pro-annexation Hawaiian Star, for instance, 
concluded that “Miss Craft has not made the common, prosaic mistake of so many 
writers, that of trying to write a handbook and compendium of the Islands. Neither hand 
book nor history was in her mind. She came here, she saw things, she sought to know 
why they were as they were... there is none of the didactic style of the guide book or the 
statistical report about it.” 261 Similarly, a writer for the royalist Independent noted that 
“The book is written in a brilliant and fascinating style, and has been shorn of the dry 
details and statistics, which generally make a descriptive work tiresome to the ordinary 
reader.” The same author also noted that Craft had a particular knack for capturing the 
“inwardness” of her subjects, as she revealed both their positive and negative qualities. 
At some level, this review perceived Craft’s strategy of peeling aside the picturesque in 
order to reveal an unfavorable, or at the very least, more complex, layer hiding 
                                                        




underneath.262 Overall, both these reviews provide a useful starting point for approaching 
the content of Hawaii Nei—they suggest that it is a highly opinionated work that is not 
meant to be merely poetic or easily digestible, and that it ought to be read with attention 
to the author’s keen sense of cynicism. 
 
“Overgrown Children” 
 The very first image to appear in Hawaii Nei, captioned “Young Hawaiian Girl,” 
depicts a Native Hawaiian girl who stands against a plain background, wearing a dark 
dress and a lei (Fig. 3.5). Serious and unsmiling, she lifts her eyes slightly upward as she 
gazes sideways. Her expression seems incongruously solemn or ambivalent, especially 
given that Craft, adhering to a common stereotype, characterized Native Hawaiians as 
inclined to be exceptionally cheerful and carefree.263  
 Viewed as a larger group, the photographs that appear in Hawaii Nei present a 
contrast between youth and agedness. Images of children and adolescents populate 
Craft’s chapters on Honolulu and the annexation ceremonies, while elderly Native 
Hawaiians emerge as she ventures deeper into the countryside, which she depicts as 
slower to succumb to the cultural destruction of imperialism. A theme of gradual decay 
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and death is also pervasive in Hawaii Nei, metaphorically gesturing at the demise of the 
monarchy, whether during the funeral Craft attends for Tahitian Princess Eugenie Ninito 
Sumner, as she visits ancient bone-filled burial caves, or as she hunts down a decrepit 
man who is revealed to be one of the last remaining kahunas with the reputed ability to 
raise the dead. Such a pattern reveals Craft’s perception of the stark difference between 
modern, new, Americanized Hawai‘i and the crumbling vestiges of what was once noble, 
ancient Hawai‘i. To make her point even more obvious, she labels a photograph of an 
elderly man wearing a ti leaf cape and carrying water in calabashes “The Old Regime” 
(Fig. 3.6). The contrast between this image and one like “Young Hawaiian Girl” serves as 
a reminder that although Craft was opposed to imperialism, she was still firmly 
entrenched in many aspects of colonial logic. On the one hand, the appearance of older 
and male Native Hawaiians in Hawaii Nei does counter their frequent erasure from pro-
annexation, pro-imperial imagery that fetishized nubile young women. But at the same 
time, the man in the “Old Regime” embodies the stereotype of Indigenous peoples being 
inherently closer to nature. Swathed in his cape, he recedes into the leafy background; 
unlike the awkwardness and obviously posed affect of the young girl placed against a 
stark white wall, the photograph of the calabash carrier suggests that this is a setting 
which this man is “supposed” to occupy. Of course, it is likely that the photographer 
posed this man just as much as he did the young girl.  
These images also draw attention to the way in which Craft’s opposition to 
American intervention in Hawai‘i was largely informed by a romanticized concept of the 




largely aesthetic point of view, essentially adhering to the same logic as those who used 
the supposedly unavoidable extinction of the “noble savage” to justify the continued 
displacement of Native Americans on the American mainland. Read in this lens, it makes 
sense that both the photo “Young Hawaiian Girl” and “The Old Regime” are the work of 
Henry Weatherbee Henshaw, an American photographer who often produced work that 
was ethnographic in style. 264 Henshaw was primarily an ornithologist, but was also 
beginning his career as an ethnologist when he made a name for himself as a popular 
touristic photographer during a decade-long stay in the Islands in the 1890s. “Young 
Hawaiian Girl” also calls to mind other contemporaneous portraits of Hawaiian girls and 
women, such as California artist Grace Carpenter Hudson’s painting Head of Hawaiian 
Child—Bead Leis, created one year after the publication of Hawaii Nei (Fig. 3.7). Hudson 
had initially traveled to Hawai‘i in pursuit of rest and leisure, but took up painting again 
after a few months’ time and produced several works that she sold locally in Honolulu 
and forwarded to her dealer in San Francisco. When Hudson arrived in Hawai‘i , she was 
already well-known as a painter of Native Americans, particularly the Pomo people of 
California.265 Her particular specialty was the depiction of women and children, a niche 
that had helped Hudson define herself within the American art market and which critics 
found highly appropriate for a female painter. Her chosen subject also reflected the 
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interests of her husband, John Wilz Napier Hudson, a physician and ethnologist who was 
a collector of Pomo baskets. Much of Hudson’s technique was informed by John’s 
practice—she would often paint from photographs of her subjects, adding in accessories 
or “curios” after the fact. Henshaw’s photo and Hudson’s paintings both reflect 
conventions of ethnographic depiction—the use of relatively plain backgrounds that do 
not detract attention from the physical appearance of the subject, the frontal pose, the 
figures’ nondescript, non-distracting clothing, and the addition of an appropriately 
“cultural” artifact for context. Together, the Hudsons framed their work as the valiant 
pursuit of preserving tragically disappearing Native culture. Grace often noted her 
subjects’ general unwillingness to pose, which she cast as evidence of the ignorant 
superstition of backwards, primitive people.266 She transferred this interpretation to her 
Hawaiian painting, as noted by the Pacific Commercial Advertiser, which explained that 
“Mrs. Hudson's experience in overcoming the prejudices of the Indians about permitting 
themselves to be painted was of value to her among the Hawaiian. All the dusky, 
primitive races have well-defined superstitions on this point. The ‘Kanaka’ children with 
their great, soft brown eyes and dark velvety skins are worth all the patience an artist 
must summon in such an undertaking.”267  
Largely, Craft shared Hudson’s overall perception that the picturesqueness of the 
disappearing “noble savage” in the United States and Hawai‘i ought to be preserved. For 
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instance, in one of her most prominent newspaper articles, “Pathetic End of an Island 
Nation,” published shortly before the official ceremony of annexation, Craft wrote: 
But it is not to be denied that the natives view annexation with regret. Nobody 
considers them in Hawaii. Nobody considered them in America. They do not 
count any more than the American Indians count…Two generations ago the land 
was theirs, but the stranger was taken in and now the land is all his. The native 
turns his empty pockets inside out and remarks significantly, but with no ill 
temper, that the white man is too smart for him. 268 
Accordingly, Hawaii Nei belongs in part to the genre of salvage ethnography, as Craft 
described herself as somewhat of an amateur anthropologist as she strenuously attempted 
to hunt down and set permanently into words and images what she perceived as a dying 
culture. For instance, she described in detail her expedition to the rural home of the 
boatman and fisherman Kupaka, whom she described as “the last of the Mohicans” (130). 
Despite the respect that Craft expressed for figures of the recent monarchy like Queen 
Lili‘uokalani, she still contributed to a narrative that privileged the “ancient” past as 
somehow more pure and more noble than more recent expressions of Indigenous culture. 
In doing so, she implied that late nineteenth-century expressions of cultural heritage, such 
as those carefully reimagined and championed by King David Kalākaua, were not 
”authentically” Hawaiian.269   
 Besides contributing to Craft’s larger metaphorical contrast between the new and 
old regimes, the placement of a female child at the beginning of Hawaii Nei also 
introduces her interest in appropriating and complicating common tropes and symbols of 
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annexation-era Hawai‘i. Proponents of imperialism often portrayed non-white peoples as 
simplistic children who were in need of guidance and protection from more sophisticated 
white colonizers. More specifically, annexation-era imagery often caricatured Hawai‘i as 
a female child whom Uncle Sam was attempting to subdue, teach, or civilize. Such 
caricatures were not always complimentary—for instance, in a more critical cartoon by 
Louis Dalrymple that appeared in an 1899 edition of Puck, titled “School Begins,” Uncle 
Sam appears as a menacing teacher, while children labeled Cuba, Porto Rico, Hawai‘i 
and the Philippines sit in front of him (Fig. 3.8). The children’s expressions vary; while 
Puerto Rico pulls away fearfully, Hawai‘i appears obstinate, crossing her arms and 
frowning. Behind this front row are docile “children” that Uncle Sam has already broken 
to his will—California, Texas, New Mexico, Arizona, and Alaska, as well as a Native 
American child who reads his book upside down and a Chinese child who stands just 
outside the door. This particular artist captured Hawai‘i’s potential unwillingness to 
become yet another one of Uncle Sam’s brood. He contradicted more unequivocally pro-
imperial portrayal of Hawai‘i as America’s happily obedient student or foster child. Such 
depictions were equally common, though, as in an 1898 Harper’s cartoon by William 
Allen Rogers that also caricatured US imperialism as a classroom (Fig. 3.9). In the midst 
of the Spanish-American War, Hawai‘i appears as a model of docility, an obedient little 
girl who reads contentedly in the corner in the company of Puerto Rico. Meanwhile, 
Uncle Sam disciplines unruly figures from Cuba and the Philippines.270 
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Another example of subdued, smiling Hawai‘i also appeared in San Francisco’s 
Morning Call (Fig. 3.10). Here, the Islands are portrayed as the grinning ward of Uncle 
Sam, in a racialized fashion that equates Native Hawaiians with Black Americans. As 
Hawai‘i waves an American flag, Uncle Sam pats her affectionately on the head, saying 
“Hold on a minute until you are properly dressed,” as he clothes her in a dress 
patriotically festooned with stars and stripes. Hawai‘i beams up at him, obediently 
acquiescing to his ministrations. The reference to being “properly dressed” recalls the 
history of American policing of Hawaiian clothing in the earlier nineteenth century, when 
Protestant missionaries required Native Hawaiians to adopt “Mother Hubbard” dresses or 
shirts and trousers in order to elevate them from a perceived shocking state of undress. 
By the 1890s, the legacy of such restrictions had rendered the neatly dressed, industrious 
Native Hawaiian school child a symbol of Hawai‘i’s successful Americanization. The 
Omaha exhibitions of 1898 and 1899, for instance, featured Hawaiian school children, 
their academic work, as well as their expertise in pursuits such as printing, blacksmithing, 
and sewing as key evidence of the beneficial effects that annexation would continue to 
exert on future generations of Hawaiians (Fig. 3.11).271 Such imagery also appealed to 
Mary Hannah Krout, a newspaper woman and staunch annexationist who covered the 
1893 coup d’état for Chicago’s Inter-Ocean. Like Craft, Krout also produced a book-
length account of her experiences in of Hawai‘i, as well as a fictional travel narrative, 
Alice’s Visit to the Hawaiian Islands (1900). Aimed at young female readers, Alice was 
                                                        




part of a subset of new possessions literature that was specifically created for children. 
Two of Henry Weatherbee Henshaw’s photographs of Hawaiian children appear in a 
scene in which young Alice visits Oahu College and learns about the history of 
missionary education in Hawai‘i (Fig. 3.12). Alice observes that the Hawaiian students 
are “gentle, obedient and respectful to their teachers,” and that they happily intermingle 
with their American classmates.272 A portrait of Sanford B. Dole, whose father was one 
of the founders of Oahu College, appears beside Henshaw’s school children, drawing 
further attention to Krout’s pro-annexation sympathies as she clearly equates the 
American influence embodied by Dole with the production of such model students. 
Unlike the Omaha exhibitions or Krout, Craft uses the Hawaiian child as 
illustration of a victim, rather than as the recipient of American benevolence. The affect 
of “Young Hawaiian Girl” aligns more with the frowning, suspicious child in “School 
Begins” than with the smiling child caricatured in the San Francisco Call. The 
accompanying text of the introduction makes Craft’s interpretation more evident—it is 
here that she specifically refers to annexation as a “crime,” and suggests that this young 
figure is the first of many victims. Craft also uses her introduction to relate her task in 
Hawaii Nei to her work as a journalist. Her aim, she says, is to speak on behalf of 
subjects who are either too innocent or too overlooked to speak for themselves. In her 
final introductory sentences, she presents the Hawaiian people as beseeching her help, 
writing that “They give you greeting for your own sake, hoping only that you may see the 
                                                        





truth and do them justice” (9). In presenting herself as a witness to injustice, Craft once 
again echoed Miriam Michelson. In her coverage of a meeting at the Salvation Army in 
Hilo in which Native Hawaiian organizers collected signatures for a petition against 
annexation, Michelson drew specific attention to her similar importance as a reporter: 
The woman who presided had said a few words to the people, when all at once I 
saw a thousand curious eyes turned upon me. “What is it?” I asked the interpreter. 
“What did she say?” He laughed. “A reporter is here,” she says. She says to the 
people, “Tell how you feel. Then the Americans will know. Then they may 
listen.” A remarkable scene followed. One by one men and women rose and in a 
sentence or two in the rolling, broad voweled Hawaiian made a fervent profession 
of faith. 
About to depart, a young girl speaking in broken English offers Michelson a lei, and 
Michelson inquires as to why she has offered this gift. She informs the girl that all she 
can do is repeat what she is told. But this, the girl explains, is exactly what Native 
Hawaiians require: 
She hesitated, and then plunged bravely on with her broken English., she 
continued, "No one comes to—to ask us. No one listens. No one cares. Your 
paper will speak for us—us Hawaiians. Our voice will be heard, too. We are poor-
-you un'stan? And we cannot talk your language ver' well. The white men have 
ever'thing on their side. But we are right and they are wrong. 
Reflecting on the experience, Michelson scathingly concluded “I verily believe that even 
the most virulent of annexationists would have thought these Hawaiians human; almost 
worthy of consideration.”273 As newspaper women, Michelson’s comment about the 
often-overlooked humanity of Native Hawaiians and Craft’s determination to seek “truth” 
and “justice” recall the burgeoning genre of progressive, social reform-minded 
                                                        




journalism. Craft’s purpose, as she seems to present it in the introduction of Hawaii Nei, 
is much like that of the muckraking journalist who comes across the downtrodden 
child—to reveal the plight of those who were too simple or meek to demand attention 
themselves. Although 1899 was somewhat on the earlier side of the victimized child’s 
emergence as an accusatory figure in photojournalism, such a figure had already 
circulated in the American press, as in Jacob Riis’ Children of the Poor, which had 
appeared as both an article in Scribners and as a book in 1892.  
Once again, Craft’s perception of herself as a crusader for the Native Hawaiian by 
no means exonerates her as innocent of a colonial mindset; if anything, it firmly 
entrenches her in its logic, as her conviction rests upon an assumption that Native 
Hawaiians were largely impotent and passive, unable to independently speak for 
themselves. And while Craft objected to the portrayal of Hawai‘i as a child incapable of 
caring for itself as a means of justifying the United States’ imperial reach, she did not 
necessarily altogether disagree with the metaphor.274 At multiple points in Hawaii Nei, 
she described Native  Hawaiians as simple, innocent and naïve; at one moment, she 
specifically refers to them as “overgrown children” (56). Still, even though Hawaii Nei 
largely suggests that American imperialism had degraded Native Hawaiian culture 
beyond the point of revival, and thus “Young Hawaiian Girl” could primarily be read as a 
tragic symbol, the image might not be entirely pessimistic. As noted in relation to Krout’s 
Alice’s Adventures, Henshaw produced multiple photographs of Hawaiian girls. Unlike 
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Krout, who included a version in which the young girl is distinguishable as Hawaiian 
only by assumptions made about her skin color or physical appearance, “Young 
Hawaiian Girl” presents a child whose Hawaiian identity is gestured at by the detail of 
her lei. Later in Hawaii Nei, Craft suggests that leis could be understood as a symbol of 
Native Hawaiian resistance, or at the very least, endurance, in the face of the tide of 
missionary culture and its legacy. She explains that “The missionaries even sought to 
prohibit the wearing of the lei—the charming wreath of strung flowers that is 
characteristic of the South Seas. They thought the custom indicative of a light mind, 
when in reality, it was only the sign of a light heart. But the love of flowers was too deep 
to be rooted out, and the Natives who had meekly gone into their trousers and holokus 
refused, gently but firmly, to abandon their leis” (21). Craft also drew readers’ attention 
to the idea that some leis, such as the ilima lei, had even further significance beyond 
simple adoration of flowers—it was a symbol of devotion to Hawaiian royalty. She 
described how Native Hawaiians mostly stayed indoors during the annexation ceremony, 
but those who couldn’t avoid being out on the street “…wore on their hats the twisted 
golden ilima that tells of love of royalty, and on their breasts the old flag and lettered 
badges that spoke their aloha for Hawaii  to all the world” (77).275 Not that Henshaw 
necessarily intended any such interpretation—it is more than likely that, as an 
ethnographer, he posed the children in his portraits and added Indigenous artifacts at his 
whim. Similarly, Grace Hudson, who was generally ambivalent about Hawaiian politics, 
                                                        
275 Additionally, on the ferry to Kona, “A native girl has mingled in happy combination the yellow ilima, 




also painted several children and women wearing ilima leis that she added in the later 
stages of her painting process. In such depictions, the inclusion of a lei dilutes a cultural 
practice into mere decoration as a marker of exoticism for an American audience. Craft, 
though, mentions the significance of different kinds of leis as they related to royalty 
multiple times in Hawaii Nei, suggesting that for her, at least, the lei was a multivalent 
symbol. It was something that could certainly be understood as an aesthetic object that 
brought mere pleasure or beauty to the wearer or which was often a token of welcome. 
But, it could also be a political badge. As such, re-contextualized in Craft’s introduction, 
this lei-clad, solemn child teeters on the edge of extinction and imperial absorption. 
However, her lei attests to the possibility that the dignity of the Native Hawaiians and 
their monarchy might be impossible to altogether eradicate. 
 
“The Color-Line”: 
 By commencing with a bust-length, ethnographically-informed portrait of a 
female figure wearing a lei, Hawaii Nei refers back to the earliest illustrated narratives of 
Pacific encounter consumed by European and American audiences—those created by 
British artist John Webber during Captain Cook’s third Pacific voyage of 1776-1780. 
Engravings such as Webber’s “A Young Woman of the Sandwich Islands” helped 
established one of the most enduring visual tropes of the Pacific, that of the “South Seas 
Muse” (Fig. 3.13). The Muse was a young woman who was beautiful and innocently 
unspoiled, but also beguiling and brimming with sexual allure. Almost immediately, she 




men.276 As Hawaii Nei progresses, Craft questions this overarching characterization as 
she reveals a much more complexly faceted view of Pacific femininity in which 
Hawaiian women stand out as some of the particular victims of annexation. 
 One such complicated figure of Hawaiian womanhood appears at the beginning of 
Craft’s second chapter, which was primarily a description of modern Honolulu. 
Captioned “A Typical Half White,” the smiling woman draped in a voluminous lei is yet 
another stereotype of Pacific imagery (Fig. 3.14). As one of the most commonly cited 
embodiments of Hawaiian beauty during the era of annexation, she was the modern 
vision of the South Seas Muse. Even more so than “Young Hawaiian Girl,” the caption of 
this photograph, which specified the subject’s ethnic background as an attempt to capture 
a generalized “type,” attached it to the conventions of anthropology or ethnography. As 
Stacy Kamehiro has noted, Hawaiian “types” were shown at World Fairs well before 
annexation, as in the case of the Paris Exposition of 1889 (Fig. 3.15). Previously, at 
exhibitions of the 1860s and 70s, portraits of the Hawaiian monarchy had been displayed 
with the pomp of European courts. This shift in content reflects the rise of influential 
whites in Honolulu politics and their strategic erasure of politically powerful, sovereign 
Hawai‘i.277 By the turn of the century, such ethnographic portraits had become a means 
by which Americans attempted to organize and make sense of the new peoples to whom 
they were now politically linked, but whom many still perceived as inherently different 
from themselves.  
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 In particular, imperial-minded American writers often portrayed the young, 
female “half-white” or “half-caste” as the epitome of Hawaiian beauty, a woman who 
was alluringly exotic but polished by the infusion of Anglo Saxon blood. American 
author Caspar Whitney was representative of this type of thinking, as demonstrated by his 
unapologetically pro-imperialism text Hawaiian America: Something of its History, 
Resources and Prospects (1899), which succinctly declared that ‘The half-white girl is 
quite the most attractive (human) feature of the islands.”278 Whitney was hardly unique in 
placing half-white Hawaiian women on a pedestal. Grace Hudson’s choice of subject 
matter again aligns with Craft’s imagery, as she produced a painting of a “half-breed 
young woman” that was much admired upon its display in San Francisco (Fig. 3.16).279 
Over the next decade, such images would continue to remain popular with American 
audiences, as in the case of the enigmatic ethnographic portraits of young Hawaiian 
adults by Caroline Haskins Gurrey that were displayed at the Alaska-Yukon-Pacific 
Exposition of 1909 (Fig. 3.17). As Heather Waldroup has argued, whatever Gurrey’s 
personal intentions might have been, the Hawaiian women in her portraits became 
beauties to be consumed by Americans as part of a tropical fantasy within the context of 
this exhibition, a fair whose specific interest was in promoting Hawai‘i as consumable 
beauty and pleasure. Fair attendees would have been more inclined to focus on the 
figures as mere specimens of physical beauty because the portraits were “taken out of 
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their original context of the complex socio-political landscape of post-annexation 
Hawai‘i.”280 Hawaii Nei, in contrast, avoids such de-contextualization of the half-white, 
enmeshing her firmly within annexation-era politics and Hawai‘i’s specific racial 
landscape.  
 “A Typical Half White” appears as Craft describes her arrival in Honolulu, which 
she initially personifies as a beautiful woman dabbling her feet in the ocean. Attached to 
such a description, the smiling, flower-festooned subject of this photo recalls how the 
figure of the half-white became the physical embodiment of the success of the imperial 
project, as the contented, acquiescent daughter of white and Native Hawaiian parents. 
Accordingly, Hawai‘i as the happy daughter of Uncle Sam appeared in popular 
annexation-era visual culture. In one such image, “Hawaii Nei” appears as a benignly 
smiling young woman, seated on a throne of palm fronds with a flowing cornucopia of 
fruit at her feet (Fig. 3.18). As a report from the Philippines begs him to send more 
soldiers, Uncle Sam remarks that “thank heavens both my new daughters haven’t got the 
same disposition,” and he smiles at the thought of Hawai‘i as the better-behaved sister of 
the Philippines. Such a portrayal of the fruits of a productive marriage contradicted 
critical imagery that caricatured annexation as a reluctant or shotgun wedding (Figs. 3.19 
& 3.20). Craft was sensitive to how mocking portrayals of interracial marriage had been 
used to discredit Queen Lili‘uokalani. Witnessing the ceremonies of annexation, the 
journalist had been troubled to see many Americans wearing “ugly badges representing 
                                                        




Uncle Sam and Miss Hawaii (a negress) and the motto, ‘This is our wedding day,’ which 
may have been funny when it first appeared as a cartoon, but had long been shorn of its 
humor” (80). For her own part, Craft attempted to counter the way in which racialized 
imagery of the sort that was typically used to pejoratively caricature Black Americans 
had been used in depictions of Lili‘uokalani. In Hawaii Nei, she declared that “It shows 
the grossest ignorance when the Hawaiians are called ‘niggers,’ as they sometimes are” 
(49). We might also note the irony of Craft drawing attention to Lili‘uokalani as the 
refined mistress of her private residence, Washington Place, which she described “a big 
fine building, in the old Southern plantation style, with a veranda all around, and pillars 
that suggest the White House,” at a moment when cartoons simultaneously used racial 
stereotypes to caricature the queen as a bumbling, inept figure out of a minstrel show (60) 
(Fig. 3.21).   
As Alice Fahs has noted, Craft was unusually perceptive of the ways in which 
race was used as means of justifying oppressive practices both at home and abroad.281 
Within the specific context of Hawai‘i, she noted that common perceptions about skin 
color were often inaccurate. Illustrating this concept for her readers, she suggested that 
they might be surprised to discover that a mixture of Chinese and Hawaiian blood 
produced children who were often fairer-skinned than those of white and Hawaiian 
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parents. Craft employed a similar argument regarding the uselessness of trying to infer 
too much from a person’s skin color when she expressed her disdain for those who used 
racial appearance to justify their oppressive treatment of Hawaiians: 
In a few generations, white men, transplanted to the islands and not allowed to 
leave them, would be quite as dark as the natives themselves. I recall, in 
particular, the case of a handsome young woman of English parentage, who was 
born in the islands less than thirty years ago…Though naturally fair, with blue 
eyes and dark hair, she is so dark that she is frequently mistaken for a half-white. 
Americans should be chary how they apply terms of contempt to the natives. 
Their own descendants in the islands may be quite as dark (50). 
Interestingly, even though Craft and Caspar Whitney had radically different political 
views regarding annexation, they agreed about one aspect of the figure of the half-white 
Hawaiian—that she embodied Hawai‘i’s more enlightened lack of racial prejudice 
compared to the United States. Both Whitney and Craft idealized the Islands as a sort of 
colorblind oasis. Whitney argued that in Hawai‘i there was “literally no race distinction 
whatever, no matter what the cross,” and that intermarriage between whites, Hawaiians 
and Asians had created a uniquely cosmopolitan society.282 Craft echoed this idea, 
writing in Hawaii Nei that “Heretofore the color-line has not been drawn in the islands” 
When she attended a “Native ” church in Honolulu, she described the experience as one 
of instructive topsy-turvy inversion. Taking her seat in a segregated section at the back of 
the church, she remarked that “Other Americans are put in this same reserved space, and 
as the congregation files out one is inspected, respectfully but critically. It is a new 
experience for the lordly white and a salutary one. We are not used to having the color-
                                                        




line drawn in that way. I wished that some of my friends who say “nigger,” and decline to 
sit at a table with a colored man, or next a Chinese in the train, might have been there.” 
Concluding this anecdote, she warned of the Islands’ supposedly non-existent color line 
that “It will be one of the most grievous consequences flowing from annexation if it is to 
be drawn in the future. Already the Natives are sensitive about the matter as never 
before” (50).  
 Hawaii Nei is, however, frequently quite contradictory in its discussions of race. 
In her usage of the descriptor “half-white,” Craft accepted common terminology that 
linguistically reflected the assumption of the superiority of white blood in the background 
of a mixed-race person—it is the whiteness of these subjects, not their Hawaiian ancestry, 
that is of significance and merit. Use of the term perpetuated the notion of whiteness as 
the ultimate standard, and accepted the necessity of labeling and identifying those of 
mixed blood as different from, and lesser than, those of entirely white background. 
Additionally, even as Craft touted Hawai‘i’s diversity, she cited interracial marriage as a  
byproduct of the inevitable extinction of pure-blooded Native Hawaiians, rather than as a 
practice that reflected racial tolerance. She argued that interracial marriage had become 
necessary in Hawai‘i because Hawaiian men were not good providers to their wives. As a 
result, she claimed that upper class Native Hawaiian women almost always married 
whites, while lower-class women married Chinese men (52). Although Craft attempted to 
couch these statements in logic by gesturing at her authority as an expert observer of 
Hawaiian culture, such an analysis was still little more than a gender-based racial attack 




white men while placing the blame on allegedly deficient Hawaiian men. By casting 
Native Hawaiian men as indolent and neglectful of their manly duties, she denigrated and 
infantilized a group that might otherwise have posed a threat to white masculinity. By 
suggesting that women of any skin color found Native Hawaiian men undesirable, she 
also conveniently avoided addressing the uncomfortable possibility of a non-white man 
trespassing on what white supremacists viewed as their rightful domain by taking a white 
wife. In general, Craft also seems to have agreed with the argument that half-white 
Hawaiians were a superior group compared to Native Hawaiians who were not of mixed 
parentage. She described them as “educated, refined and handsome—much the best half-
castes I have ever seen. They have not the vicious or indolent qualities that usually 
distinguish the cross in the blood. They have not developed the weaknesses of both 
parents, as is too often the case in other countries. Instead, they are big and fine-looking, 
industrious, clever and more prolific than the native Hawaiians. They bid fair to last” 
(51).  
Nonetheless, Craft still largely rejected policies that further perpetuated 
distinctions between white and non-white people. One of her particular fears related to 
the potential consequences of annexation was that Native and half-white women would 
be especially threatened by the transference of American racial coding to Hawai‘i. She 
described the fate of interracial marriage in Hawai‘i as a pressing, serious political issue. 
In the San Francisco Chronicle, she wrote that:  
Oddly enough it is the half-caste and native women married to white men who 
fear most profoundly the effects of annexation They are afraid that the color line, 




uncertain symbol…The half-castes fear that with a white government, allegiance 
to a white country, official circles all Caucasian and a constantly augmented flow 
of white immigration into the islands, the fashionable color will no longer be 
brown. The question will no longer be, as previously in Honolulu society, "How 
do you behave and what is your bank account?" They are afraid it will be, "Who 
was your father?" and more embarrassingly still, "Who was your mother?”283 
 
Craft elaborated upon her concerns by suggesting that half-white women and those 
involved in interracial relationships were not only vulnerable to more frequent 
generalized prejudice—it was an issue of potentially being denied deserved formal 
political power. In Hawaii Nei, she briefly remarked that half-whites were particularly 
worthy of receiving the franchise, but she fretted that they would be excluded (55). And 
although she did not make the distinction as clear in Hawaii Nei, in her writing for the 
San Francisco Chronicle, she framed the franchise as an issue that was pertinent to both 
Hawaiian men and women. 284 Craft was a vocal proponent of women’s suffrage, and it 
follows that she suggested that Hawaiian women could take an active interest in their 
own social and political status. She does not state the idea explicitly in her Hawaiian 
writings, but it also seems highly possible that Craft might have ascribed to a similar 
perspective as advocates for American women’s suffrage who regarded Hawai‘i at this 
moment. In 1898, for instance, Susan B. Anthony—whom Craft had met in 1895—
espoused a commonly held position that argued that Native women required the vote 
because they were of a higher degree of civilization and intelligence than their male 
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counterparts.285 For her own part, Craft does not specifically refer to Native Hawaiian 
men as ignorant, but it seems likely that she would have considered Native Hawaiian 
women to be at least equally, if not more worthy, of the vote. For readers of Hawaii Nei, 
Craft therefore demonstrated how the half-white Hawaiian woman was celebrated as 
evidence of America’s successful intervention in Hawai‘i; she was the perfected 
sculpture of the United States playing at Pygmalion, the newest “species” in a natural 
evolutionary chain. But at the same time, she remained one of the most vulnerable 
potential victims of the unknown social and racial consequences of annexation. Once 
again, Craft revealed an alternate side of a figure who could easily have been dismissed 
as yet another picturesque “feature” of Hawaii.  
 
 “The Sugared Things of Life” 
 The “Typical Half-White” remained a question mark for Craft, as a figure who 
represented the as-yet undetermined extent to which American perceptions of the color 
line might be transplanted to post-annexation Hawai‘i. In her chapter on the 
“Transplanted Oriental,” however, she illustrated the ways in which such elision had 
already occurred. This chapter is a vocal condemnation of the contract labor system and 
begins with another photograph by Herbert Smith (Fig. 3.22). Smith portrays a group of 
children eating sugarcane in the middle of a field. Four boys, two wearing shirts tucked 
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into trousers and two others wearing long, freely-flowing shirts, stand behind two seated 
girls in loose dresses. The children’s expressions vary, from looking down and ignoring 
the camera altogether, to quizzical or potentially confrontational. The photograph appears 
after a preceding chapter titled “Native Living,” in which the majority of Craft’s 
commentary on the color line appears. The image is an appropriate bridge, as it embodies 
questions that Craft raises in both chapters. Together, they demonstrate the interwoven 
nature of sugar, Native Hawaiian and Asian contract labor, and America’s former slave 
system.   
 The photo is captioned “It’s the Little Kanaka that Spoils the Cane,” presenting 
the children as Native Hawaiians, or at least as partially Hawaiian, rather than recently 
arrived immigrants from Japan or China. Craft’s periodic use of the term “Kanaka” 
synonymously with “Native Hawaiian” throughout Hawaii Nei is somewhat puzzling. In 
the early pages of the book, she specifically noted how much Hawaiians disliked foreign 
use of the term, which they perceived as an offensive “vulgarism.”286 In general, Craft 
used the term “Hawaiians” to refer to Native Hawaiians, differing from the American 
majority in the Islands, who by 1893 typically used “Hawaiian” to designate “Hawaiians 
of American descent” or “naturalized foreigner.”287 In this caption, it seems that Craft is 
perhaps gesturing at a derogatory American lens for viewing Native Hawaiians. The 
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caption recalls the biblical verse from the Song of Solomon 2:15: “Catch the foxes for 
us/the little foxes/that spoil the vineyards/our vineyards that are in bloom.” While there 
are multiple ways in which this verse could be interpreted, it conveys broadly the 
admonition that small things can still be a threat to a larger, prospering order—little foxes 
grow into big foxes. What might Craft have meant by this enigmatic suggestion? On the 
one hand, in “Native Living,” Craft characterized Native Hawaiians at large as sugar-
loving children, writing that “Nothing is more indicative of the character of these 
overgrown children than their fondness for flattery and the sugared things of life” (56). 
By “the sugared things of life,” she referred to a perceived Native Hawaiian addiction to 
all things broadly pleasurable—whether swimming in the surf, feasting, or weaving 
flowers—as well as a generally lighthearted demeanor. However, only a few sentences 
later, Craft hinted at the idea that for all their natural sweetness, Native Hawaiians were 
still capable of emotional evolution, and a new emotion had emerged in the population —
resentment. This, she explains, is a feeling that Native Hawaiians largely keep interior 
and hidden “behind their placid brown faces” (57). The caption therefore transforms 
Smith’s image from a lighthearted depiction of blithe innocence to one of an uncertain 
future. As in the case of the “Young Hawaiian Girl,” Craft asks who these children will 
become in Americanized Hawai‘i. And like the earlier girl with her lei, perhaps the 
suggestion is that there is still some hope for future resilience. Or, Craft’s implication 
could be completely opposite; perhaps Hawai‘i’s sugar-loving “children,” both young 




they embody are on their way towards eradication. Per the logic of annexation, the little 
kanakas cannot be allowed to spoil America’s cane.  
Once again, Hawaii Nei presents an image that could be considered a trope of the 
imperial canon, although this time the symbolism is not specific to the Pacific alone. 
Smith’s photograph belongs to a genre of images of non-white children eating sugar 
which appeared across the American South as well as throughout sites of extraterritorial 
conquest in Asia, Latin America and the Caribbean. Such imagery had a wide geographic 
spread, but its connotation was fairly consistent. As April Merleaux has demonstrated, 
images of non-white children eating sugarcane emerged at the turn of the century in an 
array of postcards, stereoscopic views, advertisements, and illustrations that attempted to 
metaphorically differentiate between “civilized” whites and “uncivilized” non-white 
peoples. Once again, the figure of a child embodied the rhetoric that cast colonial subjects 
as childlike in their supposed innocence and unsophistication in an attempt to justify their 
need for imperial protection. The act of chewing on raw sugarcane literally and 
figuratively drew attention to a lack of “refinement.” It was a supposedly primitive 
behavior that reflected closeness to nature, and in turn the broad imperial stereotype of 
sugarcane eating children drew attention to the “natural” inclination of tropical peoples 
towards laziness, and their tendency to forsake industry or more sophisticated leisure for 
more easily available pleasures.288 Merleaux notes that cane-chewing imagery became so 
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widespread at the turn of the century that tourists often recreated the pose in their 
snapshots, an explanation that could possibly apply to Smith’s photograph.  
Although African American and Afro-Caribbean children more commonly 
appeared in these types of photos, the work of Grace Carpenter Hudson once again shows 
how racially-derived stereotypes moved fluidly between Native Hawaiians and other non-
white peoples. She created at least two paintings of children eating sugarcane. In one of 
these works, a wide-eyed child clad only in a long shirt chews on a stalk of sugarcane 
(Fig. 3.23). In a relationship that appears in other similar images, the cane is nearly as tall 
as the child, emphasizing his diminutive stature and his babyishness (Fig. 3.24). 
Hudson’s choice of subject was appropriate, as she either gave or sold this painting to 
Benjamin Franklin Dillingham, who had created the prosperous Oahu Rail and Land 
Company in order to connect his sugar plantations on the island’s north shore.289 There 
are a number of positive connotations that one could imagine Hudson or Dillingham 
found in the topic. Perhaps the work suggested that without intervention like 
Dillingham’s, Hawai‘i’s sugar industry would not have progressed to its current level of 
sophistication, remaining in a state of infancy, metaphorically represented by this tiny 
child. Or perhaps such an image once again represented another attempt at distancing 
Hawai‘i’s sugar industry from the accusation that it perpetuated a de-facto slave system. 
This was precisely Craft’s assessment of contract labor. She stated outright that 
“Plantation life in Hawaii, once the real heart of it is reached, is like life in the South 
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before 1861” (63). Works like Hudson’s equated sugar with childhood innocence and 
separated it from the mass production of the modern plantation, undercutting charges of 
brutality and exploitation. Mary Hannah Krout also used Herbert Smith’s image to such 
an end in Alice’s Visit to the Hawaiian Islands. Unlike Craft, though, Krout specifically 
refuted the equation of Hawaiian contract labor and American chattel slavery. In her non-
fiction book for adult readers, Hawaii and a Revolution (1898), she declared: “Opponents 
of the system condemned it without reservation, declaring it to be but little improvement 
upon negro slavery as it prevailed in the Southern States before the war. There was, in 
reality, a very great difference, with all the advantage in favour of the Japanese field-
hand."290 In Alice, Krout simplified her explanation for her younger readers and avoided 
specific reference to slavery. However, she still provided an effusive account of the many 
benefits reaped by the Japanese laborers in Hawai‘i, such as beautiful, clean housing, 
flower gardens, good wages, medical care, and Sundays off.291 Simply captioned “Eating 
Sugar Cane” and placed in the middle of such commentary in Alice, Smith’s image takes 
on the connotation of happy, carefree plantation life.  
Images of children eating sugarcane performed a similar role in the American 
South well into the 20th century, where they were paired with textual descriptions that 
attempted to portray the contentment of simple, grateful Black sharecroppers. For 
instance, a stereoscopic view titled “Pickaninnies’ Candy Store,” was typically connected 
to the Caribbean island of St. Kitts (Fig. 3.25). Yet, the 1916 children’s encyclopedia 
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Pictured Knowledge transferred the imagery to the Southern United States. An entry on 
sugarcane began with an illustration of the global sprawl of sugarcane cultivation titled 
“the World’s Sugar Bowl,” represented by a map of the sugar-producing regions of the 
globe superimposed on a bowl full of sugar cubes. A reproduction of “Pickaninnies’ 
Candy Store” appeared beneath this image (Fig. 3.26). Here, though, the text presented 
the photograph as a depiction of Louisiana, the “Happy Land of Sugar Cane.” The story 
of sugarcane, the author explained, was one of “sunshine and clouds, men plowing, green 
things growing, and mills grinding and cooking.” Regarding Louisiana more specifically, 
young readers were informed that “Pickaninnies eat raw candy. They toddle out to the 
fields where their good natured black papas are cutting sugar canes. Many colored 
children and a few white ones live on plantation in our country’s big, black sugar bowl. 
They have the happiest times!” As in the colonial context, the illustrations drew attention 
to the contrast between the “natural,” infantilized Black children, who blend in with the 
jungle of sugarcane—and whom the author described as similar to the plants 
themselves—and the refined sugar product pictured in the sugar bowl above them. 292 
Like “A Typical Half White,” Craft’s use of Smith’s photograph both echoed 
certain aspects of racial stereotypes while also questioning their validity. Her own 
description of the process of transforming raw Hawaiian sugarcane into a refined, usable 
product recalls the way in which the process commonly took on a degree of racial 
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metaphor. She described the “progress” of the cane and the process of “purification,” as it 
was transformed from “black, syrupy” and “sticky, viscous ill-smelling mud,” into “a 
pale, golden, delightfully clean and deliciously flavored sugar” (64).293 So too did Craft 
generally adhere to the idea of Native Hawaiians being closer to nature than whites. 
However, her text once again introduced additional commentary that complicated the 
trope of the happy, sugar-eating Hawaiian. Firstly, she reminded her readers that the 
Hawaiian of 1898 no longer spent his time in the sun stringing a lei, relying on the 
spontaneous issuance of nature for sustenance. Americans, she argued, “put a stop to all 
this Arcadian vagabondage” (54). Furthermore, Craft swiftly established that the innocent 
children who appeared in Smith’s photo were a poor embodiment of the actual Hawaiian 
sugar industry, which she suggested was more accurately a brutal slave system built upon 
the abuse of Asian contract labor. In the very first sentences of her chapter on “The 
Transplanted Oriental,” directly following Smith’s photo, she accused plantation 
managers of veiling the brutal realities of plantation life in tropical fantasy as a means of 
deliberately hoodwinking tourists and visitors. She explained that “There is a big house, 
where the high-salaried manager lives, with wide verandas and a delightful hospitality, 
and a little army of soft footed attendants. When it spreads along the countryside that the 
plantation has a visitor, quartets of goodlooking boys, with sweet native instruments, 
come to serenade and to sing the liquid words and deathly sweet tunes of their nativity.” 
But, she pointed out that even the big house contained sinister evidence of the artificial 
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nature of this façade: “Inside the cool and softly-lighted house is an office where a big 
case of guns, always oiled, always loaded, leans against the wall. It is the watchful 
preparation against possible riot and murder, but the visitor is not expected to know or 
notice. Nevertheless, when you hear a sound in the night on the veranda, or when the 
rising moon, caught in the mango branches, gives the effect of a village on fire, you 
remember those guns with a shudder” (63). Within the space of a page, Craft shifts from 
the image of little children eating sugarcane to riots and murder. Such a modulation 
starkly questioned whether colonized peoples were as innocent or non-threatening as new 
possessions literature implied.294 According to Craft, plantation workers are not all 
overgrown versions of these sun-drenched, contented, sugar-fed children. She argued that 
the trouble with Hawaiian plantations was not only that they permitted egregious abuse of 
honest workers who might begin to feel resentment, but also that the laboring population 
contained a significant number of Chinese criminals known to engage in dangerous 
riots.295 She therefore transferred to Hawai‘i’s plantations the same fear of rebellion that 
had long pervaded the slaveholding world. Again, Craft urged readers to be more than 
blithely dazzled tourists. “Everyone is welcome to see the surface, but few strangers look 
below,” she warned of the plantation (63). 
 
“The old non-moral idea”: 
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 At the beginning of Hawaii Nei’s final chapter, “Legends and Folk-lore,” many of 
Craft’s readers would have found the figure whom they most associated with Hawai‘i—
the hula dancer (Fig. 3.27). In this image, three young women pose in front of a plain 
photographic backdrop with their hands on their hips or crossed in front of them. As with 
“Young Hawaiian Girl,” these women do not smile invitingly at the viewer, and instead 
stare into the camera with a much more ambivalent, difficult to read expression.  They 
wear knee-length white skirts and anklets, and their full, flowing leis serve as the only 
covering on their upper bodies. The attire of these dancers is on the more revealing end of 
the spectrum of images of hula dancers published by the mainstream press during this 
period. The dancers who appeared in souvenir photographs as well as those who 
performed at the World Fairs and Expositions more commonly wore both skirts and 
blouses, or at the very least camisoles that provided some modesty. Here, the leis cover 
the women’s breasts and lower torsos, but draw attention to what is barely hidden behind 
them, creating an air of forbidden carnality. 296   
In Hawaii Nei, Craft emphasized that more risqué hula performance was 
prohibited by law in Hawai‘i, and that it was only found in the seediest of establishments. 
However, as Adria Imada has noted in her study of hula and U.S. Empire, new 
possessions literature often included similar caveats regarding the illegal nature of nude 
hula or the differences between “lewd,” older forms of hula and what was left of modern 
hula (Fig. 3.28). She aptly notes that even though such captions discouraged readers from 
                                                        





perceiving the Islands as teeming with such titillating delights, they arguably did little to 
detract from the voyeurism that such images still likely evoked. In this light, even though 
Craft asserted that this erotic symbol was not “real” Hawai‘i, by drawing attention to 
such imagery at all she continued to perpetuate the stereotype of sexually available, 
promiscuous Native Hawaiian femininity. 297  
 The caption to this photograph specifically identifies these women as “modern 
hula dancers.” One of the first questions to address, therefore, is what Craft implied by 
the distinction of “modern.” Imada has explored the ways in which hula performers who 
traveled the circuits of the World Fairs were arguably very much agents of modernity 
who navigated a middle ground between promiscuity and respectability, both by 
Hawaiian and American standards. She demonstrates how they claimed their 
cosmopolitanism and social independence, and carved out new opportunities for 
common-born Native Hawaiian women in their own interpretation of new 
womanhood.298 This is not Craft’s nineteenth-century perspective. However, Craft’s 
commentary on hula in Hawaii Nei reveals that she was aware of the role that hula played 
in fulfilling fantasies of Western desire and the way in which gender, sex, and power had 
been manipulated by American and European imperial logic in the colonial Pacific. 299 
She rejected the portrayal of the sexual availability of the hula dancer as proxy for the 
availability of the Islands or as a reflection of the willingness of Native Hawaiians to be 
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colonized. Additionally, Craft emphasized that sexual connotations that American 
viewers attached to hula were not indicative of a supposedly “natural” Native Hawaiian 
inclination towards immorality or lewdness, as critics often argued. Rather, it was an 
artificial response to a demand for erotic entertainment created by foreigners.300 She 
lamented that a correlation between Pacific womanhood and sexual availability had 
become an engrained attitude of white U.S. masculinity, a problem which she described 
in an article for the Oakland Tribune: 
A few evenings ago a party of army officers were taken to call upon a Hawaiian 
lady of unimpeachable character and considerable education, though not of great 
wealth. It was simply a refined household in moderate circumstances. The officers 
misunderstood completely and insulted their hostess and several of the young 
ladies whom she had invited to meet them. The hostess promptly turned them out 
of her house, with the cutting remark that had she not supposed that American 
army officers were gentlemen, she would never have received them at all.301 
Thus, while new possessions writers tended to suggest that the eroticized hula dancer was 
a disappearing remnant of barbarity, Craft took an opposite perspective. For her, the 
figure wasn’t a vestige of the primitive past, but very much a product of nineteenth-
century imperialism, a symbol of tragic modernity who had emerged in response to white 
masculine entitlement. 
Although Craft was not aware of the many intricacies of the history of hula, she 
observed that the dances performed for audiences of foreign voyeurs were not the same 
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as those that were performed for Hawaiian royalty. In Hawaii Nei, she described 
Lili‘uokalani’s reception upon her return to Honolulu in 1897, following her unsuccessful 
delivery of a petition to Washington, D.C. Craft framed the evening’s events as a Native 
funeral for a deceased nation, in which the Queen and her loyal subjects mourned the 
“passing of a dynasty” (95). She drew particular attention to the elderly subjects who 
mourned outside the queen’s residence, presenting them as the last surviving traces of the 
ancient monarchy. “[An] old Mahoe had worked herself into a frenzy as she ran singing 
about the place,” Craft narrated. “An old man who is a familiar street character joined 
her, and simultaneously they burst into the melody and the rhythmic movements of one 
of the old-time hulas, the real hula, when it was a war dance and had not been ruined by 
the interpretation of foreigners” (98). In this anecdote, Craft alerted readers of Hawaii 
Nei not only to the idea that hula had once had a significance beyond pure entertainment, 
but also to the fact that it was performed by older people and men, and not just young, 
beautiful women. 
Additionally, by describing both Lili‘uokalani and her former heir-apparent 
Ka‘iulani as appreciators of hula, Craft also began to dismantle another tactic which 
Americans had used to delegitimize the monarchy. In the 1880s, King David Kalākaua 
had revived hula as an anti-imperialist celebration of Hawaiian nationality. 302 However, 
following in the wake of the early missionaries, pro-annexationists had refused to view it 
in this light and instead framed the monarch’s appreciation of hula as evidence of 
                                                        




supposedly regressive decadence. American naval officer Lucien Young displayed this 
type of thinking in a particularly scathing assessment of Kalākaua that appeared in his 
1898 celebration of annexation, The Boston at Hawaii. After introducing Kalākaua as the 
rumored “illegitimate son of a negro cobbler,” Young argued that “The assumptions of 
authority afforded him ample means of displaying his natural instincts—those of a 
Polynesian savage…He was superstitious, sensual, and corrupt.” He claimed that 
Kalākaua had built a house of pleasures in Honolulu Harbor, where “Gambling, lewd 
practices, immoral exhibitions, drunken carousals, and the abominations of the hula 
dance all combined to establish his reputation as a prince of good fellows.”303 Overall, 
Young described hula as nothing but an act of barbaric sexual deviance, citing 
Kalākaua’s enthusiasm for the art as indication of the monarch’s unsuitability for modern 
governance. 
Whereas Young used hula as evidence of Kalākaua’s supposed salaciousness and 
neglect of his political responsibilities, Craft presented the female royalty’s appreciation 
of hula as separate from their moral respectability. In Hawaii Nei, she described how 
Princess Ka‘iulani had recently attended a hula given by a “prominent Hawaiian lady,” in 
which the dancers were attired much like those in the photograph of “Modern Hula 
Dancers”—skirts, anklets, and from the waist up, only leis of maile. She remarked that 
“American men were there, and the Princess, for all her English schooling, seemed to 
think nothing of it. The Princess went and applauded, and thought no harm. It is the old 
                                                        




non-moral idea” (40). Simultaneously, in Hawaii Nei Craft cast Ka‘iulani as a model of 
respectable American womanhood, writing that:  
She clings outwardly to Hawaiian customs and seldom appears without a royal lei 
of oo feathers, but her household is Caucasian. Her ladies-in-waiting are not 
Hawaiian, and her thoughts and tastes run in new lines. Her drawing room is 
entirely modern, with its photographs and fauteuils, and might be in Belgravia or 
Fifth Avenue…Had she ascended her ancestral throne, the old arguments against 
island royalty would have had to be shelved and a new set devised. This refined 
and gently bred girl is a model of the feminine graces and proprieties (62). 
By describing Ka‘iulani as such, Craft suggested that the American model of femininity 
and the “old non-moral idea” of Hawai‘i were not necessarily incompatible. Overall, 
Craft seems to have been skeptical of Ka‘iulani, characterizing her as somewhat flighty 
and undesirably Americanized in comparison to Lili‘uokalani, whom she presented as a 
more stalwart vestige of ancient nobility. Nonetheless, Craft’s description of Ka‘iulani’s 
ability to view hula without shame reflects a larger idea that she proposed regarding the 
American attitude towards womanly virtue. When Craft defended the morality of Native 
Hawaiian women, such as those who were offended by the advances of the American 
army officers quoted previously, she equated them to white women—she argued that 
“Trouble is constantly arising through the apparent inability of white men to recognize 
that the Hawaiian women of good society have exactly the same code of morals and 
manners as white women of similar station.”304 But at the same time, she briefly 
suggested that perhaps American codes of respectability were not without their own 
problems. Regarding American society women’s distaste for hula, Craft observed that 
                                                        




these women had been conditioned by a society that held them to a constrictive double 
standard of morality. “American men visitors are not ostracized for going to these native 
ballets, but American women cannot afford to do it, so rigorously is the dance 
condemned in the best American circles,” she explained (40).  
In attempting to understand Craft’s views on gender and feminism, it is helpful to 
note that when she wrote Hawaii Nei, she was already a visible advocate for multiple 
feminist causes. She had publicly spoken out on the issue of gender equality as an 
undergraduate at the University of California after being denied recognition as the top 
student in her class on the basis of being female. And commenting on her position as a 
newspaper reporter, she presented her work as no different than that of her male 
counterparts. 305 Combining this background with her advocacy for suffrage, it makes 
sense that she explored the intersection of gender and politics in Hawai‘i, even if only 
briefly or implicitly. Ultimately, it was the topic with which she concluded Hawaii Nei. 
At the end of the chapter on Legends and Folk-lore, as Craft described the ancient queens 
and “chiefesses” of Hawai‘i, she further expounded upon feminine sexual and political 
liberation: 
[…] if the position of women is to be taken as a criterion of civilization, the 
Hawaiians were not so low in the scale. There was an equal standard of morality. 
The chiefs had more than one wife but plural husbands for the chiefesses was also 
the rule. Women chose their own husbands, and rank and descent were traced 
through the mother…Those who mistakenly pity Hawaiian women should 
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remember that it was the husband’s duty to beat the taro while the wife made the 
tapa cloth in a pleasant division of domestic duties. The Salic law was not known 
in Hawaii. There were many queens in their own right in the old days, and very 
often the chief counselor and prime minister of the king was a woman of brains 
and rank. In the matter of sex equality, Hawaii could give points to some of her 
more civilized sisters (188). 
Craft further emphasized her point regarding the political power that was extended to 
women in ancient Hawai‘i in her retelling of the legend of Hiku and Kawelu that ends the 
chapter and which concludes Hawaii Nei. She described the tale as the Hawaiian version 
of the Greek myth of Orpheus and Eurydice, as Hiku travels to the land of the afterlife to 
retrieve his love Kawelu. Unlike Orpheus, however, Hiku successfully returns Kawelu to 
the realm of the living. Craft specifically notes that after retrieving her from the afterlife 
and reviving her from death, Hiku appointed Kawelu, as well as Hana, his mother, as his 
counselors upon becoming chief of his people. At a moment when both Lili‘uokalani’s 
femininity and indigeneity had been much discussed and maligned by those who weighed 
her ability to effectively rule, Craft reclaimed the figure of the chiefess as an emblem of 
enlightened gender equality and political legitimacy.306 Appearing at the end of a chapter 
that began with the image of the modern hula dancer—for Craft, a symbol of exploited 
Native femininity—this small detail seems significant. A beautiful Hawaiian woman is 
fawned after and admired by her male lover, but is still acknowledged by him as a 
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political equal. Once again, Craft implied that the “progress” of modern Hawai‘i was 
perhaps not all that progressive, at least not from her perspective as a proponent of gender 
equality.  
 
“The Standpoint of the Sentimentalist”:  
 The images discussed in this chapter are but a small sample of the contents of 
Hawaii Nei. Mabel Craft’s Hawaiian writing, as well as that of other newspaper women 
who covered Hawai‘i’s annexation, such as Alice Rix of the San Francisco Call, who 
sailed to Honolulu on the same steamer as Craft, merit further contemplation.307 Scholars 
such as Alice Fahs and Lori Harrison-Kahan have begun this work, but much of the 
discussion of women’s journalism and travel writing in Hawai‘i has focused on 
highlighting the ways in which American women leveraged white, “respectable” 
domesticity as a means of minimizing and erasing the violence and oppression of 
imperialism, as described by concepts like Amy Kaplan’s “Manifest Domesticity” or 
Laura Wexler’s “Tender Violence.”308 Such frameworks are certainly worthwhile; as 
Fahs has observed, many newspaper women were especially complicit in advancing this 
brand of imperialism, whether in Hawai‘i or in other contested geographies such as Cuba, 
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the Philippines, or Puerto Rico. 309 Mary Hannah Krout, for instance, framed her much of 
her pursuit of her Hawaiian scoop around her female identity. She scornfully described 
her editor’s skepticism regarding a woman’s interest and aptitude for covering political 
topics.310 But, she also drew attention to the way in which she manipulated such 
assumptions to her advantage, as when she rendered herself a particularly unthreatening 
figure after sustaining an accident that required her to hobble around Honolulu on 
crutches. What seemed like an unfortunate setback turned out to be an asset, as she 
enveloped her decidedly pro-military, pro-annexation political opinions in a non-
threatening cloak of white, invalided femininity.311  
But as Fahs also briefly notes, Craft was an exception to this pattern. Once again, 
it is important to recognize that despite Craft’s vocal anti-imperialist stance, she still 
ascribed to many of the same intellectual frameworks that informed the strategies and 
reasoning of “Manifest Domesticity.” Largely, she still poised white civilization as the 
opposite of Indigenous barbarity, even though she occasionally toyed with the possibility 
that such a distinction was perhaps too reductive. She also expressed a perception of 
Native passivity, assuming that Native Hawaiians were helpless to fully understand or 
resist the tide of white aggression. Still, a reader who makes it through even the first two 
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pages of Hawaii Nei would be hard pressed to mistake Craft for an imperial apologist. 
Contemporaneous reviews suggest that some readers did overlook or ignore Craft’s sense 
of irony and cynicism and still assumed the book was just another example of picturesque 
travel literature. As one reviewer put it “Aside from the author’s attitude on the political 
aspects of the case—which are incidental, even if they are sung in different keys—the 
book is a most interesting and enjoyable book of travels.”312 More often, though, reviews 
acknowledged that Hawaii Nei was unusual and admitted that it diverged from the beaten 
path of the usual fare on Hawai‘i. The Hawaiian Star was amusingly diplomatic in its 
headline, “A clever book by a clever woman—Lots of Things in It We Don't Like—But 
Lots of Others That We will Like.” Overall, the Star’s assessment echoed many others, as 
it noted that while Craft’s royalist argument might not be convincing to many readers, her 
evocative language and newspaper woman’s eye was to be praised: 
Miss Craft has not made the common, prosaic mistake of so many writers, that of 
trying to write a handbook and compendium of the Islands. Neither hand book nor 
history was in her mind. She came here, she saw things, she sought to know why 
they were as they were. What she saw she describes, and with the description she 
gives in broad, clear generalizations the motives and events which developed 
what she saw as she saw it…Indeed, no one ought to read the book who can't 
appreciate humor, for there is none of the didactic style of the guide book or the 
statistical report about it.313  
 
Other critics went further, acknowledging that Craft’s stance was not just unusual, but 
daring and radical. Britain’s Saturday Review of Politics, Literature, Science and Art 
highlighted Craft’s bravery in presenting a point of view that cast the United States in a 
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negative light. “Indeed,” it proclaimed, “Miss Craft has evidently experienced a struggle 
in bringing herself to expose the shortcomings of her countrymen, and much credit must 
be accorded to the courage as well as to the political perspicacity and sense of right which 
have prompted so significant and useful a book."314 Honolulu’s Independent came to a 
similar conclusion regarding Craft’s courageous outspokenness: 
Miss Craft came here as the representative of the San Francisco Chronicle, to 
write up Dole and the P.G., according to the pronounced policy of Mr. De 
Young's paper. Her conscience and sense of honor were stronger than her 
instructions, and Miss Craft refused to be a tool for her employer and told the 
truth. The truth is always distasteful and the young authoress will not be invited to 
ice water and bananas in our missionary circles, when she some day returns to 
Hawaii. She will survive it however, and in the meantime every loyal man, and 
everyone who takes an interest in the history of Hawaii  since 1893 should buy a 
copy of Hawaii-nei and learn that there is at least one American woman who 
dares to tell the truth and only the truth about Hawaii .315 
 
The Independent’s praise of Hawaii Nei’s stance is not surprising, as it was one of 
the handful of newspapers that had operated in opposition to the Provisional Government 
and Republic prior to annexation, compared to pro-government papers like the 
Advertiser, Hawaiian Star or Hawaiian Gazette.316 It is also equally unsurprising that 
many reviewers were quick to dismiss Craft as a legitimate source of political 
commentary, largely based upon assumptions about her qualities as a female writer. Even 
though Craft did not draw attention to her gender in the same way as Mary Hannah 
Krout, and although she rejected the notion that there was an inherent difference between 
male and female journalists, gender-based assumptions about the style, quality and 
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accuracy of her work were inevitable. Sacramento’s Record Union thoroughly dismissed 
Craft, initially suggesting that Hawaii Nei was yet another unremarkable travel book, 
“graceful, charmingly bright and photographic, and in all respects readable and 
enjoyable.” Yet, it added, “There is, however, nothing new in all this.” The writer was 
not overly critical of Craft’s skill as a writer, and he actually commended her style 
(although he did object to the inelegance of her description of “a volcano having blown 
its head off,” as well as her reference to “hulas in the altogether”—he admitted this was a 
clear and expressive phrase, but one that was “by no means original or chaste”). Instead, 
the reviewer underlined Craft’s supposed womanly tendencies as a means of refuting her 
political argument, declaring that  
[…] when it comes to considerations of political questions the sympathies of the 
author as a woman come strongly, and to our thinking, unjustifiably into 
view…Like many another impulsive person she views political questions from the 
standpoint of the sentimentalist, whose interpretation of the phrase, 'the consent of 
the governed' is a tortured and most generally misapplied one... Her arraignment 
of the late republic is not only severe, it is bitter, and with all a woman's 
impulsiveness appears to be the result of a hastily conceived idea of the meaning 
of the ‘consent of the governed,’ a phrase which has limitations and modifications 
which do not at all enter into her philosophy.317 
 
Ultimately, the writer concluded that there wasn’t much value in nitpicking Craft’s 
argument since Hawai‘i’s annexation was already complete. He conveniently ignored that 
Craft’s point of view might also be relevant to the discussion surrounding the futures of 
further territories such as the Philippines, which still hung in the balance.  
                                                        




 Similarly, the California magazine Overland Monthly—which took the 
perspective that Hawai‘i was an example of the evolutionary law of the strong crushing 
the weak—argued that Craft had not been appropriately objective. It suggested that she 
had become too sentimental and too emotionally invested in the situation: 
As a newspaper-woman she ought to have learned the newsgatherer's impartiality, 
the making of her mind a colorless medium through which facts are seen in their 
true light. This valuable trait, however, is denied her... It chanced that she was 
strongly impressed by the sadness naturally expressed by the Hawaiians at their 
loss of nationality—a sadness felt by the whites, as well as those of darker skin, 
and having nothing whatever to do with the verdict of reason as to what was right 
and proper under all the circumstances… But this is, perhaps, taking Miss Craft 
too seriously. Her book is by no means a polemic, and this sympathy with the 
royalists only serves to throw a glamour of sentimental sadness over her pages. 
No reader of sense will go to a young woman's book of travels for a deep 
understanding of the darker realities of life, necessary though this be for a true 
judgement. Miss Craft's book will give pleasure by its bright descriptions and 
clever episodes, and its vividly bringing to the mind the charm of these beautiful 
tropic islands.318 
 
These critics shared a perception of the supposedly inappropriateness of the 
“sentimental” lens for assessing imperial politics, which they in turn suggested was an 
inherently feminine approach. Mary Hannah Krout, for one, seems to have anticipated 
this sort of attitude as she attempted to assert the seriousness of her political observations. 
She specifically described her transition away from her natural sentimental inclinations in 
favor of clear-headed reason: 
Before arriving in Honolulu I frankly confess that my sympathies were wholly 
with the natives; I took the view—so easy to acquire from books and from other 
sentimentalists like myself—that the natives were being robbed of their birthright 
by the relentless whites, who, in their greed and with their superior cunning, had 
seized and held the balance of power...At the end of a fortnight the question 
                                                        




ceased to be one of sentiment; it became simply, stripped of all its verbiage and 
local colour—of which there was a great deal, and a variety of shades—one more 
ethnological illustration of that relentless law, the survival of the fittest.319 
While emotion was understood as an acceptable device for both male and female 
journalists during this period, Krout was likely sensitive to charges of being overly 
emotional.320 She expressed her acute awareness of the challenges faced by newspaper 
women, particularly the difficulty of overcoming the assumption that “...political 
problems are wholly beyond the comprehension of the feminine intelligence.”321 By 
acknowledging that she had initially been inclined to womanly sentimentalism only to be 
converted to sound, scientific facts or “law,” she armored herself against a key stereotype 
of newspaper women.  
 Critics of Hawaii Nei like those in the Record Union or Overland Monthly argued 
that ultimately, the question of annexation was one of politics and economics, rather than 
feelings, human rights or sentiment, and that women simply could not understand this 
distinction. But as Craft’s expressions of sadness, outrage, cynicism, but also amusement 
and pleasure, intermingle with her biting political commentary, Hawaii Nei makes the 
case that emotion is essential for evoking empathy. Although pro-annexationists like 
Krout scorned empathy’s value in weighing the moral and political acceptability of 
American imperialism, Craft suggested that it was a part of the equation of imperial logic 
that should not be overlooked, however subjective it might be. She refuted the notion that 
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there existed some sort of objective or emotionally detached eye with which such 
questions could be approached. Ultimately, one of the key questions proposed by Hawaii 
Nei is whether it is possible for literature to produce, to use the phrasing of the Overland 
Monthly, a “true judgement’ of Hawai‘i’s imperial history. Even as a newspaper woman, 
Craft argued outright that journalism was not up to the task—she described the “gag in 
the mouth of journalism,” and how the Honolulu papers had been “smothered to death” 
by coercive, backhanded politicians and men of influence (27-28). Thus, Hawaii Nei is 
conspicuously not merely a compendium of Craft’s journalism. At different points it is an 
emotional memoir, a picturesque travel narrative, a political commentary, photo album, 
an anthropological study, and a nostalgic eulogy. And as text and images intermingle in a 
manner that was impossible in Craft’s newspaper coverage, the book becomes a study in 
shifting impressions. Again and again, it alludes to the constructed, conflicting nature of 
depictions of the colonized other. As much as Craft poised her own work as something 
different that might provide Native Hawaiians with “truth” and “justice,” Hawaii Nei still 
seems to acknowledge that there might not be a shortcut to the work of bridging the 
literal and psychological distance between colonizer and colonized. As she noted from 
the very beginning of her work, there is a difference between “original” and “official 
sources,” and it was the Native Hawaiians themselves who were ultimately the only 
original source.322 Perhaps there was no truly adequate way to capture the imperial 
relationship on a page. 
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Fig. 3.3 Hubert Vos, Iopeka, Hawaiian Fisher Boy, 1898. Oil on Canvas, 30” x 25.” As Jennifer Saville & 
Donald Severson write in Finding Paradise: Island Art in Private Collections (2002), Vos’s portraits were 
informed by ethnographic sensibilities, particularly his adolescents, “whom he believed embodied a racial 



















Fig. 3.7. Grace Carpenter Hudson, Head of Hawaiian Child—Bead Leis, 1901. Oil on Canvas, 19” x 15”. 
Douglas Frazier Fine Art, Medina, WA. 
 
 






Fig. 3.9. William Allen Rogers, “Uncle Sam’s new class in the art of self-government,” from Harper’s 
Weekly, August 27, 1898. Library of Congress. 
 
 







Fig. 3.11. Kamehameha School for Girls Sewing class, late 1890s. Kamehameha Schools photo archives. 
Reproduced in Carl Kalani Beyer, “Manual and Industrial Education for Hawaiians during the 19th 
century,” Hawaiian Journal of History 38 (2004), 28. 
 
 
Fig. 3.12. “President Dole” and “Schoolboy” and “Schoolgirl,” after Henry Weatherbee Henshaw, in Mary 
















Fig. 3.15. Hawaiian Exhibition at the Paris Exposition of 1889. Note the Hawaiian “Types” at the top 
center. Reproduced in Stacy L. Kamehiro, "Hawai‘i at the World Fairs, 1867-1893," World History 
Connected (October 2011). 
 
 










Fig. 3.18. “Uncle Sam:--Balm in Gilead! Well, thank heavens both my new daughters haven't got the same 






Fig. 3.19. “The Reluctant Bridegroom,” 1897. Secretary of State John Sherman officiates, with President 
McKinley as Uncle Sam’s best man, as Sanford B. Dole gives Hawai‘i away.  
 
 
Fig. 3.20. Charles Jay Taylor, “Another Shotgun Wedding, with Neither Party Willing,” from Puck, 
December 1, 1897. President William McKinley presides over the wedding between Uncle Sam and 






Fig. 3.21. Cartoon of Queen Lili’uokalani, St. Paul Daily Globe, Feburary 3, 1893.  
 
 







Fig. 3.23. Grace Carpenter Hudson, Boy, white shirt eating sugar cane, 1901. Oil on Board, 7.5” x 5”. 
Reproduced in Karen Holmes and Sherrie Smith-Ferri, Days of Grace.  
 
 







Fig. 3.25. “Pickaninnies’ Candy Store. St. Kitts,” Keystone View Company. Keystone-Mast Collection, 
California Museum of Photography, University of California at Riverside.  
 
 
Fig. 3.26.  “The World’s Sugar Bowl” and “The Pickaninnies’ Candy Shop,” in Pictured Knowledge: the 
New Method of Visual Instruction Applied to All School Subjects, Vol. II, ed. Calvin Noyes Kendall, 






Fig. 3.27. “Modern Hula Dancers,” in Mabel Clare Craft, Hawaii Nei, 1899.  
 
 
Fig. 3.28. “Hula Girls at Honolulu,” in José De Olivares, Our islands and their people as seen with camera 






“I want to know what they look like to you”: the art and writing of Fredda and  
John Dominis Holt 
 
 
Introduction: “Who’s the Beatnik?” 
 
 In the early 1960s, New York-born restauranteurs Frank and Al Viviano invited 
visitors to “sup with the king,” as they promised “epicurean treasures” fit for Hawaiian 
royalty at their Waikiki restaurant, the Merry Monarch.323 Located in a brand-new, 
architectural award-winning building, the Merry Monarch specialized in steak dinners 
and whole Pacific lobsters while also offering the latest in mainland musical acts in its 
cocktail lounge and piano bar (Fig. 4.1). The restaurant’s décor thoroughly reflected the 
theme suggested by its namesake, Hawaiian King David Kalākaua, who in his own time 
had become widely known as “the Merrie Monarch” in reference to his penchant for 
lavish entertaining and his love for music, dance, and the arts. A wood carving of 
Kalākaua’s profile adorned the restaurant’s foyer, and his royal monogram was a motif 
that appeared throughout the dining room wallpaper and carpeting. Murals depicting 
Hawai‘i during the King’s reign based on photographs from the Bishop Museum 
provided a focal point for the main dining area, while the cocktail bar paid homage to 
Kalākaua’s love of riding, featuring murals of pā‘ū  riders, paniolos—Hawaiian 
ranchers—and chairs upholstered in pony skin (Fig. 4.2).324 Finally, advertisements 
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crowed, Hawai‘i had a sophisticated establishment that could meet the expectations of 
discerning visitors from the mainland. 
Overall, the Merry Monarch was a prime example of the vision of Hawai‘i 
promoted by postwar Waikiki. When it opened in January 1959 on the eve of Hawaiian 
statehood, the restaurant became part of a modern Pacific playground where a hefty dose 
of imperial nostalgia gestured at stately “Old Hawai‘i” alongside a tidal wave of tropical 
kitsch that celebrated the delights made possible by Americanization and the tourist 
industry. Many diners, locals included, had never heard of Kalākaua before setting foot in 
the Merry Monarch. The Honolulu Advertiser poked fun at this notion a few months after 
the restaurant’s grand opening, describing how a Mrs. Bob Maynard glanced at the wood 
carving of Kalākaua on the wall, only to turn and ask her husband: “Who’s the 
beatnik?”325 At the same time, though, the Merry Monarch and its décor became a target 
of early postcolonial criticism in Hawai‘i. As diners lit cigarettes from matchbooks 
adorned with Kalākaua’s monogrammed insignia, the Vivianos also leased wall space to 
the haole artist Fredda Burwell Holt, who installed a series of nearly life-size portraits of 
Hawaiian royalty (Figs. 4.3 & 4.4). For Fredda and her husband, writer, author and 
landscaper John Dominis Holt, these portraits were not intended to be blithely decorative. 
Speaking to the Honolulu Advertiser, John noted that Fredda’s lease specifically 
demanded that the Merry Monarch’s coordinating monogram-embossed carpeting be 
removed as soon as possible, drawing attention to the insulting symbolism of diners 
                                                        




trampling an emblem of Hawaiian royalty. 326 He hoped that Fredda’s portraits would 
counter such dilution of Native Hawaiian culture and history by the tourist industry by 
drawing attention to the relatable humanity of her deposed royal subjects. He explained 
that “They were real people, caught in what to them was an invisible but strongly-felt net 
of strangulation…The kings, queen, princes, and princesses and the central characters in 
the then unfolding tragedy—the death of a nation—all saw the signs of decay, of a 
crumbling culture that had been intact only three generations before. They sensed the 
impending doom, but they knew not how to avert it.”327 The portraits were to serve as a 
means of peeling back the rosy surface vision of Hawai‘i embodied by Waikiki, revealing 
a more tragic, emotionally complex side of the Islands’ colonial history.  
 Viewed in this manner, Fredda’s portraits reflect the Holts’ involvement in the 
Hawaiian Renaissance, a cultural movement of which John is often cited as a key 
progenitor. The movement foregrounded traditional Hawaiian arts, language, sports, and 
history as a means of promoting pride in Hawai‘i’s Indigenous past. Although the 
movement would gain more significant traction in the 1970s, it began to take shape in the 
1960s in response to intertwined cultural and political questions about Hawaiian 
indigeneity, Americanization, and the Islands’ colonial legacy that emerged with the 
declaration of Hawai‘i’s statehood on August 21, 1959. The Hawaiian Renaissance’s 
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privileging of Native cultural forms spoke to increasing recognition that, since the arrival 
of the first American missionaries in the 1820s, these practices had been repressed in an 
attempt to diminish Native cultural visibility in order to destabilize Indigenous Hawaiians 
as a cohesive ethnic group, paving the way for easier Americanization. In turn, Statehood 
was commonly framed as a celebration of Hawai‘i as a gloriously diverse ethnic melting 
pot. Proponents often argued that it was a solution that would ensure equal rights for all 
residents of Hawai‘i, serving to allay prejudices against Asian-Americans, and Japanese-
Americans in particular, in the wake of the Second World War. However, as far as many 
Native Hawaiians were concerned, Statehood added a final layer to the veil that obscured 
the injustices of the late nineteenth-century deposition of the monarchy; it did little to 
politically empower Native Hawaiians or to address the colonial destruction of the 
decades that laid its foundation, serving merely as a flimsy Band-Aid on a gaping cultural 
wound.328 As Lilikala Kame‘eleihiwa, former director of the University of Hawai‘i's 
Kamakakuokalani Center for Hawaiian Studies, explained in a 2009 interview with 
Honolulu Advertiser reporter Michael Tsai, many Hawaiians of the sixties and seventies 
still had only a tenuous grasp of the extent of the historical erasure and amnesia of the 
decades that preceded annexation. She noted:  
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I graduated from Kamehameha High School in 1970, and we never even 
heard of the 1893 overthrow […] In school, we learned that 
one minute we were a kingdom with ali‘i and the next minute we were 
Americans. It was only after I graduated that I read "Hawaii's Story 
by Hawaii's Queen". Then I asked my mother what had happened in 
1893, and in 1959. She told me not to ask such questions because the Americans 
would put me in jail. She was terrified of my political 
awakening. 329 
So too did the Hawaiian Renaissance of the 1960s and 70s—which is sometimes 
distinguished as the “Second” Hawaiian Renaissance—specifically evoke Hawai‘i’s 
nineteenth-century past as it referred to the program of Indigenous cultural invigoration 
that occurred under Kalākaua in the 1870s. As George Kanahele, a Native Hawaiian 
activist and author, explained in his 1979 description of the Hawaiian Renaissance: 
Just as the artist must have a proper perspective in order to paint, so must we have 
some kind of perspective in order to understand the Hawaiian Renaissance. 
Historically, if we look at Hawaiian culture over the long term, it has been in 
steady decline since 1778. But there have been periods of cultural resurgence 
during this time. The best example is the movement spearheaded by King 
Kalakaua both to revive and preserve traditional ways […] Indeed, Kalakaua 
comes close to being a "renaissance man" – cultured, learned, accomplished, 
versatile, cosmopolitan, and progressive.330 
Thus, in the context of the Hawaiian Renaissance, looking closely at some of John 
Dominis Holt’s writing from the 1970s reveals threads of continuity that link Fredda’s 
earlier portraits to this slightly later movement, especially as John attempted to articulate 
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the emotional burden that he experienced as a hapa-haole, a Hawaiian of mixed ethnicity, 
in both pre- and post- Statehood Hawai‘i. Fredda’s paintings functioned as a public 
statement that attempted to model the postcolonial perspective of the Hawaiian 
Renaissance and its celebration of Indigenous cultural expression, while also playing a 
role in an intimate process in which Fredda and John plumbed the nineteenth-century 
history of the Kingdom of Hawai‘i in a highly individualized exploration of personal 
identity. 
To “Know” the Monarchy 
 
 Fredda was born in 1904 into a Midwestern family of colonial New York and 
Virginian ancestry. As a young woman, she studied at the New York Art Students League 
under Henry Varnum Poor and also briefly spent time in Kansas as an assistant to John 
Stuart Curry. At first, her preferred subjects were rural towns, clapboard houses, and 
quaint scenery that seemed appropriate for someone who described herself as “American 
as apple pie.”331 In 1942, she met John Dominis Holt IV in New Orleans. John’s family 
had lost most of its wealth and standing by the time of his birth, but he could trace his 
genealogy back to both Native Hawaiian and European patrician origins; per family 
tradition, he could count both Hawaiian and Tahitian royalty and prominent missionaries 
among his ancestors, as well as Lucien Bonaparte, the younger brother of the Emperor 
Napoleon.332 In 1943, John and Fredda moved to New York City, where John studied 
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anthropology at Columbia University. He did not finish his degree, and in 1948, the Holts 
moved permanently to Hawai‘i. For many years, Fredda identified as an outsider, 
describing herself as an unabashedly “New Englandish” person who “would not become 
a professional Hawaiian.” Unlike many haole women, she consciously avoided wearing 
forms of Native Hawaiian clothing such as a holokū or muumuu, and was slow to learn 
even simple Hawaiian words.333  
John turned away from his anthropological studies upon moving to Hawai‘i and 
instead focused on growing a landscaping business. In 1954, he and Fredda moved into a 
house at Waimalu in the O‘ahu countryside. For John, the house at Waimalu embodied 
his own personal crisis of identity. The house was a former luna’s cottage located on the 
grounds of a sugar plantation; as such, it was a reminder of an industry that his family 
had long villainized as the source behind the loss of their ancestral lands. Living in this 
remote setting, a place that was at once hauntingly beautiful but which was also deeply 
enmeshed in John’s fraught family history, spurred an intense period of introspection and 
creative desire for the Holts. Looking back, John explained that “The isolation at 
Waimalu took us deeper within ourselves, forced us to try to understand the hapa-haole 
world from which I had sprung: all of its confusion and dilemma, its glamour and 
romance and, to a shocking degree, its collection through the decades, as moss accrues in 
the cracks of old buildings, of trauma and heartbreak.”334 Fredda, John claimed, had 
already come to an understanding of her own heritage as she defined herself as a 
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quintessentially “American” painter during her years on the East coast. He himself had 
long been privy to a rich oral tradition of family memories, many of which dated to the 
era of the monarchy and earlier. Now he felt compelled to further illuminate this ancestral 
narrative by turning, historian-like, to archival research that was fueled by a deep 
personal interest in nineteenth-century Hawai‘i.  
Together, John and Fredda plumbed the historical records of institutions like the 
Hawai‘i State Archives and the Bishop Museum. In particular, Fredda was struck by 
photographic portraits of Hawaiian royalty, many of which she perceived as indelibly 
marked by tragedy. As John explained many years later, Fredda wondered, “Was it bad 
photography that made these people look so ravaged, so forlorn, so wooden, or could 
they look no other way?” Responding to a profound urge to “know” these figures better, 
she began a series of nearly life-size oil portraits based upon these photos which she 
ensconced in formal gold frames. 335 
 Fredda described her process as a highly impulsive one in which she was guided 
by an almost mystical intuition that connected her to her subjects. Describing Fredda’s 
work after her death, John Charlot, son of the Holts’ good friend and noted muralist Jean 
Charlot, explained how Fredda perceived herself as such, writing that  
The viewer has the uncanny feeling that the ali’i [Hawaiian Royalty] really sat for 
the artist, talked with her as she painted them, and let her into the secrets of their 
lives and characters. In fact, the artist did feel a strong sense of communion with 
her subjects. As she was painting Princess Ruth, she was suddenly moved to put 
                                                        




oleanders in her hair, which seemed inappropriate and perhaps unhistorical. Only 
later did she discover that oleanders were Princess Ruth’s favorite flower.336  
So too did a reporter for the Honolulu Star-Bulletin form an impression of conversation 
from Fredda’s description of her work, noting that “To hear Mrs. John Dominis Holt 
discuss Kamehameha III or Princess Ruth or any of the other members of Hawai‘i's royal 
families is like hearing a friend chat about the personalities, the troubles and triumphs of 
close living relatives.”337 According to John, Fredda’s conversational approach helped 
separate the monarchy from clichéd depictions that tended to enshrine them as regal and 
dignified but otherwise lacking in nuance. Although such portrayals vaguely appeared to 
curry respect for the monarchy, they ultimately rendered these historical figures “static 
and remote,” and stripped them of their potential to evoke psychological complexity. In 
reality, John argued, “they had been flesh and blood people with all the whims, the likes, 
the prejudices, the passions of people.” He implied that the existing body of descriptions 
of the monarchy therefore tended to deny viewers, and in particular, Native Hawaiians 
such as himself, the opportunity to grapple with an inherited legacy of these complicated 
emotions as heirs to the colonial assault that produced them. 
A Family Portrait 
 
 Fredda emphasized that she did not intend her paintings to be “slavish 
reproductions” of the original photographs that she consulted. When working on her 
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larger paintings, her process helped establish a degree of separation between the photos 
that provided initial inspiration and her final product. She made her preliminary sketches 
in pencil as she referenced the original nineteenth-century images, but then set the photos 
aside as she worked her final painted portraits using only her drawings.338 Looking 
closely at a pencil drawing of Queen Emma, King Kamehameha IV, and Prince Albert 
illuminates the way in which Fredda approached sketching as one of the tools through 
which she could better “know” her subjects (Fig. 4.5). While it is unclear whether this 
image ever became a larger painting, it reveals how Fredda probed the history of her 
subjects to produce multi-layered emotional profiles as she transferred the figures of the 
monarchy from her source material onto her own page.  
 In this scene, parents and son sit on a low upholstered sofa. Emma leans against 
an arm and looks sideways at her husband. The smiling prince nestles into the crook of 
his father’s arm and dangles his feet off the edge of the sofa. As there is no extant 
nineteenth-century portrait in which all the members of the family appear together, the 
sketch is clearly a construction of Fredda’s in which she plucked her subjects from their 
original contexts and inserted them into an imagined setting. In doing so, she appears to 
have consulted multiple historical images: a studio portrait of Emma wearing a holokū 
taken by A.A. Montano in the 1870s, a photograph of Prince Albert by Henry Chase and 
Enoch Wood Perry’s painting Prince of Hawaii, both produced around 1864, and a 
daguerreotype portrait of Kamehameha IV taken during a diplomatic tour abroad in 1850. 
                                                        





 Roughly around the time that Fredda created her drawing, American artist Paul 
Stabile also imagined Emma, Albert, and Kamehameha IV in a family portrait (Fig. 4.6). 
Raised in New York, Stabile, like Fredda, received an artistic education that prepared him 
for work as a professional artist. After studying at the National Academy of Fine Arts, he 
ultimately turned to more commercial artistic pursuits, working for MGM, Columbia and 
Warner Brothers. He arrived in Hawai‘i after the bombing of Pearl Harbor as a member 
of the visual documentary service stationed at Honolulu’s Fort Shafter tasked with 
capturing the war in the Pacific through sketches and paintings (Fig. 4.7).339 Like Fredda, 
Stabile also grouped the family around a sofa. Emma appears seated in a blue gown 
accented by a royal ribbon and the Dame Grand Cross of the Order of Kamehameha I, 
while her husband stands behind her in his own formal, military-style garb, flanked by a 
kāhili. Prince Albert leans against his mother’s skirts, holding the leash of a small white 
dog who perches obediently on a stool. Like Fredda’s, Stabile’s work is also a composite 
image that combines different historical renderings of Emma, Kamehameha IV and 
Prince Albert. None of the source material would have required the kind of extensive 
archival treasure hunt undertaken by John and Fredda, as they were all painted portraits 
which Stabile could have seen in the Picture Gallery of Honolulu’s Bishop Museum: 
Perry’s Prince of Hawaii, and two portraits of Kamehameha IV and Queen Emma 
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painted posthumously by William Cogswell from photographs in the 1890s (Fig. 4.8 & 
4.9).340  
 It is unclear who originally commissioned Stabile’s work, to what purpose, or in 
what context. The painting is, however, suggestive of the type of formal, dignified, and 
polite portrayals of the monarchy that John and Fredda attempted to contradict in their 
own depictions of Hawaiian royalty. As the viewer gazes at the family in Stabile’s 
portrait, mother, father, and son smile benignly back, oblivious to their own tragedy, 
retrieved from history as Hawai‘i’s picture-perfect family. On the one hand, it is possible 
to interpret the painting as an attempt to honor and enshrine the figures. But, the work is 
also arguably an example of “imperialist nostalgia”—or as Renato Rosaldo has 
explained, the act in which colonizers “…long for the very forms of life they 
intentionally altered or destroyed,” and a phenomenon characterized by “…its association 
with (indeed, its disguise as) more genuinely innocent, tender recollections of what is at 
once an earlier epoch and a previous phase of life.”341 Once Stabile transferred from his 
military role to his commercial portrait work, he painted the royal family in much the 
same fashion that he did his contemporary customers throughout Honolulu—they are 
bright, physically beautiful, and consumable without too much difficult thought (Fig. 
4.10). The painting places the family within a smooth arc in which Hawai‘i’s contentious 
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nineteenth-century history slots neatly into its eventual Americanization. More recently, 
the portrait’s nostalgic aura increased further with its 2014 installation at 
Hānaiakamalama, Emma’s summer retreat in the hills of the Nu’uanu Valley outside 
Honolulu.342 Also known as the Queen Emma Summer Palace, the historic home was 
acquired in 1915 by the Daughters of Hawai‘i, who have since operated the site as a 
house museum. Since its opening, the Palace has elicited sentimental yearning for the 
days of Kamehameha IV’s court. As one visitor remarked in 1928, “…the Queen Emma 
palace possesses a distinct ‘atmosphere,” an intangible aura, exuding the tender grace of 
the bygone years.”343 The Palace is not entirely a rose-tinted memorial of Emma’s life, as 
it is very much a time capsule of the Queen’s grief; relics of her tragedy are scattered 
throughout the home, such as the black velvet suit worn by Albert in Enoch Wood 
Perry’s portrait, Kamehameha IV’s military uniform, and the christening cup sent by 
Queen Victoria for Albert’s baptism. Nonetheless, displayed in Emma’s beloved home, 
Stabile’s painting still quite easily indulges a desire to retreat into the cocoon of a 
romanticized Hawaiian past. It is tempting to perceive Emma’s tragedy as an event very 
much confined to distant history, distinctly separate from the world of modern Honolulu 
outside the Palace’s doors.  
Fredda’s sketch is a much more enigmatic depiction, one that refuses to provide 
the romanticized catharsis found in Stabile’s work. Stabile’s portrait evokes familial 
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warmth through the figures’ physical closeness, whereas Fredda portrays a much more 
detached dynamic in which Emma sits at a slightly awkward distance from her husband 
and son. In the original photograph by A.A. Montano that provided Fredda with 
inspiration, Emma similarly sits towards the left edge of the frame, gazing solemnly and 
fixedly into the empty space on the right (Fig. 4.11). It as if Fredda has extrapolated that 
the Emma of Montano’s photograph is imagining something in her mind’s eye that is 
invisible to the viewer. In her drawing, she makes the Queen’s hypothetical thoughts 
visible, suggesting that it is the recollection of her husband and son that provokes 
Emma’s wistful expression.  
The notion of hallucination or psychological preoccupation in one’s own invisible 
thoughts is particularly elicited by the reproduction of Fredda’s drawing in John’s 1975 
compilation of selected examples of Fredda’s work, The Art of Fredda Burwell Holt. 
Self-published by Topgallant Press, John’s own publishing press created for the purpose 
of promoting the work of Hawaiian writers, the book is essentially John’s homage to his 
recently-deceased wife, who had died at their home in the Waimalu Valley in 1972. In 
this volume, the drawing is paired with another of Fredda’s paintings titled Dejected One 
(Fig. 4.12). The painting is part of Fredda’s “Asylum Series,” a series that depicted 
psychiatric patients at the Kāneʻohe State Hospital, which Fredda entered following a 
mental breakdown. During her month-long stay, she made around a hundred sketches of 




elegance of people caught in their magical webs of fabricated reality.”344 Bearing titles 
such as Alone and Solitude, a pervasive quality of the asylum series paintings is the 
women’s sense of aloofness and isolation within their own imaginations (Fig. 4.13). In 
Dejected One, a female figure gazes into the space beside her, in a pose that recalls that 
of Queen Emma in Fredda’s sketch. It is unclear whether the pairing of these two images 
was intentional on John’s part. However, as they appear beside each other, with the 
female figures echoing each other’s posture, it is certainly tempting to transfer the 
concept of “dejection” from the modern psychiatric patient to Emma. Additionally, 
viewing Emma next to a figure who is lost in her own reality also poises Fredda’s scene 
as the result of the artist entering into and recording the landscape of Emma’s 
imagination in Montano’s photograph. 
As for Kamehameha IV, Fredda seems to have referenced photographs taken 
when the King was a much younger man, prior to his marriage to Emma and the birth of 
Albert (Fig. 4.14). In 1849, French warships attacked Honolulu, issuing a series of 
demands of the Hawaiian Crown. The French desisted after a series of unsuccessful 
negotiations, yet King Kamehameha III feared that France still imminently aimed to seize 
the Islands. He dispatched his advisor and cabinet minister Gerrit P. Judd on a diplomatic 
tour to the US and Britain. Judd was to demand $100,000 in indemnities from France and 
to seek guarantees of Hawai‘i’s independence from all three foreign powers.345 
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Accompanying him were Princes Alexander Liholio and Lot Kapuāiwa—the future 
Kings Kamehameha IV and V. The tour introduced the young princes to the snarls of 
diplomacy and proved a formative experience for Kamehameha IV, though not 
necessarily in a positive fashion. Members of English and French society were fascinated 
by the Hawaiian brothers, and were reported to have mostly treated them with the genteel 
courtesy similarly extended to European royalty. Consequently, the princes were shocked 
by their reception in the antebellum United States, where they faced racial slurs and were 
dismissed and berated by white Americans who refused to associate royal dignity with 
dark skin. In his diary, Alexander recalled multiple degrading encounters, including a 
particularly humiliating railroad journey in which he and his brother were ordered out of 
a car reserved for white passengers.346 The trip demonstrated to the sixteen-year-old 
prince that he would be forced to confront painfully unfair realities as a non-white royal.  
It seems likely that Fredda would have been at least somewhat familiar with the 
young princes’ trip abroad, during which they sat for Montano’s portrait. It featured 
prominently in Monarchy in Hawaii, the 1971 book which John would later illustrate 
using her portraits. There, John mused that the tour was responsible for shaping 
Kamehameha IV’s largely negative perception of the United States.347 Considering 
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Fredda’s sketch, the viewer might therefore wonder about the king’s pensive expression 
as much as Emma’s. In his caption for the drawing in the Art of Fredda Holt, John 
gestured at a reading that was related in some way to the princes’ tour. He specifically 
noted that: “Impressions gained during this extended journey to England, France and 
America, made their mark on Alexander. He was indifferent to France, disliked America, 
and admired the British people….”348 In the drawing, however, we do not see the naïve 
teenaged Prince Alexander of the original photo, but a seasoned king and father who 
protectively wraps his arm around his young and innocent son. Fredda also imbued 
Albert with an air of childlike innocence even beyond that which was evident in her 
source material. With his feet dangling several inches off the ground, the viewer becomes 
even more aware of just how tiny, how young, the boy is. At the time of his death, the 
press lauded the Prince for his intelligence, courtesy, and his fine character, all of which 
it decreed were indicative of a capacity to rule. Fredda’s image, though, reminds us that 
the Prince was still a child, and a very young one. As she juxtaposes Albert’s boyhood 
with the manhood of Kamehameha IV in her drawing, Fredda inhabits the psyche of the 
King, and seems to ask: what kind of Kingdom will his boy inherit, and how will he 
amount to the challenges that he will encounter as monarch? Alternatively, given that the 
artist, unlike Kamehameha IV, had hindsight at her disposal, the image could also be 
interpreted a counterfactual question: if Albert had lived to become a man like his father, 
how would this boy have lived up to the expectations and laudatory statements heaped 
                                                        





upon him at such a young age? How would Emma’s life have been different had he 
inherited his father’s throne? Would Prince Albert have changed the course of Hawai‘i’s 
history? 
Besides being spatially at a distance from one another, the disconnect between 
Emma and her husband and son is also accentuated by their differences in attire. With 
Emma in her holokū on one end of the sofa and Kamehameha IV and Albert in European 
dress on the other, the two cultures that the royal family navigated are easily 
distinguishable. The loose fitting, high-necked holokū—often referred to as the “Mother 
Hubbard” style of dress—has only been worn in Hawai‘i since the 1820s, as a local 
adaptation of Edwardian day gowns favored by foreign missionaries. As it was devised as 
a means of obscuring the bodies of Native Hawaiian women, which the missionaries 
considered to be both indecently exposed as well as unappealing heavy and unshapely, it 
was initially a tool of colonial suppression. But even at the moment when Emma posed 
for Montano, the dress was increasingly becoming understood as a symbol of the dignity 
of Native Hawaiian ethnicity, rather than as evidence of Hawaiian meekness and 
capitulation to the demands of their colonizers. Instead of considering the holokū as an 
example of “invented tradition,” Linda Boynton Arthur argues that it is more accurately a 
symbol of locally generated pride or even subversion, as it almost immediately became 
associated with Indigenous Hawaiian femininity, and became a means by which women 




women. 349 At the same time, some late 19th- and early 20th-century commentary also cast 
the holokū as the embodiment of the past; it was dignified, perhaps, but it was also a relic 
of a bygone time and emblematic of the inevitable passing of the monarchy.350 
Kamehameha IV, in contrast, has often been historically characterized as the first of a 
truly “Europeanized” generation of Hawaiian monarchs. In Monarchy in Hawaii, John 
noted that historian Ralph Kyukendall, whose 1938 tome the Hawaiian Kingdom 
provided the “definitive” history of Hawai‘i for many decades, portrayed the King in 
such a manner. He quoted Kyukendall’s assertion that that “In ideas and tastes 
Kamehameha IV was more European than Hawaiian.”351 Perhaps, then, in contrast to the 
cohesiveness of Stabile’s portrait, in which the entire family appears in formal European 
court and military dress, the distance between the couple in Fredda’s sketch and their 
differences in attire might indicate incompatibility between the two worlds of the 
Kamehameha. Albert, emblematic of Hawai‘i’s future, is caught between them, yet is 
drawn towards the influence of Westernization as represented by the King. 
While we can read Emma as a symbol of fading “Old Hawai‘i” or as a mark of 
Indigenous separateness, her holokū also possibly situates her as simply an alternate 
depiction of Hawaiian modernity, one that reflects the “bicultural” Hawai‘i that John 
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strongly identified with as a hapa-haole. 352 John described the holokū, particularly its late 
nineteenth-century iteration, as an “emergent, hybrid garment.” The holokū was 
demonstrative of Hawaiians’ determination to re-claim control over their cultural 
expression by reframing a previous symbol of colonial control. At the same time, given 
the missionary origins of the garment, as an emblem it still accepted modern Hawai‘i as 
necessarily intertwined with a non-Indigenous history. When the holokū is interpreted in 
this manner, Emma and Kamehameha IV might not necessarily represent dialectic 
opposites, the binaries of tradition vs. modernity, or Hawaiian vs. European. Rather, they 
embody two different expressions of modern Hawaiian hybridity and adaptation. In 
capturing such a tension, Fredda not only gestured at a question that was relevant to the 
nineteenth-century monarchs, but one that resonated personally with her own husband as 
he considered his own partly European, partly Polynesian heritage. In the drawing, Albert 
is not only a metaphorical stand-in for the young Hawaiian kingdom. He could also be 
understood as a proxy for John himself. In both her sketch of the royal family and in a 
larger painted portrait of Albert, Fredda depicted the prince seated with his feet dangling 
several inches off of the ground (Fig. 4.15). It was a pose that differed from both of the 
more formal historical sources which she consulted. Fredda explained that the decision 
was the result of an elision between national and family history. When she considered a 
source photograph by Henry Chase, she had felt an impulse to sit Albert on the chair that 
appeared beside him (Fig. 4.16). After doing so, she recalled an old photo of her father-
                                                        




in-law—who was born only two years after Prince Albert—that was taken when he 
himself was only about six years old, in which he dangled his feet off the edge of a chair. 
Since her father-in-law was distantly related to the Kamehameha family, Fredda 
remarked that “…it seemed natural to paint the little prince’s feet that way too.”353 She 
connected the historic prince to John’s father, and by extension, to John himself. All three 
shared the common experience of being born into families of mixed ancestry. 
For his own part as a writer, John would frame the conflict between “modern” and 
“traditional” Hawaiian values through the lens of boyhood and coming of age in his 
semiautobiographical novel Waimea Summer. Written in 1976 but set approximately in 
the 1930s, Waimea Summer tells the story of eleven-year-old hapa-haole Mark Hull, who 
leaves his home in Honolulu to spend his summer vacation at his uncle’s ranch in the 
rural town of Waimea on the island of Hawai‘i. As Mark interacts with his older 
relatives, he often listens to their recollections of the years of the declining monarchy, a 
period which also marked the financial deterioration of his once prominent family. With 
an almost anthropological eye, he studies the habits, cultural beliefs, and quirks of his 
rural relatives—many of which are rooted in inconsistent, often contradictory 
interpretations of ancient Hawaiian spiritualism—in an attempt to gain more clarity about 
his own claim to Native Hawaiian identity. 354 As Stephen Sumida has suggested, Mark 
strives to determine the nature of the relationship between “ancient” or “primitive” 
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Hawai‘i and “modern” Honolulu. He notes that “To the sensitive Mark, though not 
necessarily to others, the two ways of faith represented by these places are in conflict 
because, while they are of two different historical times, both are concurrently present in 
his experience.”355 Initially, Mark attempts to understand his identity as a hapa-haole as a 
binary. He assumes that either ancient Hawaiian tradition—which he alternately feels 
emotionally drawn to and repulsed by for its lack of rationalism—or modern urbanity 
must emerge as the largest defining factor in determining his claim to Hawaiian-ness. 
But, as Sumida also observes, Mark increasingly becomes aware that Hawai‘i has not 
followed a linear timeline in which modernity, which the boy largely conceives of as 
defined by Anglo-Saxon influence, neatly eclipsed Indigenous tradition. The novel 
ultimately suggests that such binaries are inadequate for defining Hawaiian identity.356  
For Mark, this realization is not a comforting one. Rather, it only seems to 
exacerbate his emotional turmoil. The novel dramatizes the acutely distressing nature of 
Mark’s process of cultural self-examination through multiple moments of spiritualism, 
hallucinations, and encounters with the uncanny. He frequently experiences extreme 
anxiety as he ruminates on or imagines the past.357 In some cases, the past is relatively 
recent. For instance, when he receives a gift of spurs that belonged to his Great Uncle 
Tony, a relative whom he has long held up as a personal hero, Mark initially feels 
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honored but immediately becomes uneasy. On a rational level, he appreciates that the 
spurs are a simply a thoughtful token, something that should be a pleasing reminder of an 
admired ancestor, a “source of strength and joy.” However, his mind also spirals down a 
path—driven, he claims, by all the talk of kahunas and superstition that he has 
encountered in Waimea—in which he contemplates the spurs as a relic of the deceased, 
possibly imbued with some greater spiritual potency or mana, the nature of which could 
be both good or evil. When Mark considers this possibility, his head pounds, he begins to 
sweat uncontrollably, and his heart races until he is unable to breathe.358  
Even more anxiety-inducing moments occur as Mark finds himself swept up in 
the more distant past. Early in the novel, he suffers another bout of panic after 
experiencing a nightmare in which he dreams that he is a midshipman on Captain Cook’s 
ship and finds himself attacked by a young Kamehameha the Great. Here, Mark’s shame 
in not being Native “enough” manifests in his envisioning himself in the position of a 
white conqueror. Later, the novel’s final and most uncanny scene provides a counterpoint 
to this earlier nightmare. Waimea Summer concludes as Mark visits the Pu’ukoholā 
Heiau, the site at which Kamehameha the Great killed Keōua Kūʻahuʻula, his cousin and 
holder of the East side of the island of Hawai‘i, on his way to unifying the Islands.359 It is 
a place of nationalistic significance, but one that also embodies the superstition and 
spiritualism of which Mark is so wary, as the story of the battle famously concludes with 
Kamehameha offering his cousin’s body as the final step in sanctifying the new temple. 
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Here, Mark experiences a hallucination in which he is again transported back to the 
eighteenth century. He finds himself surrounded by “wooden sculptures of angry, 
protective deities,” as well as the ancient chiefs and Kamehameha the Great himself, all 
clad in feather helmets and cloaks. They sit silently as kahunas’ chants and drumbeats 
pervade the heiau. As Mark emerges from this vision, an old man, the guardian of the 
heiau, urges him to stay. Mark pulls himself away and runs “pell-mell down the hillside.” 
With this frenzied flight, the novel abruptly concludes. Unlike his previous nightmare 
which emphasized his white ancestry, this bout of panic at the heiau is triggered by the 
hallucinations’ insistence that Mark recognize the chiefly blood running through his 
hapa-haole veins. 360 
By portraying the anxiety that Mark experiences as the past collides with his 
present and as he considers both his white and Native heritage, Waimea Summer suggests 
that to insist on neat boxes between tradition and modernity, or between Native and 
haole, is to impose an enormous emotional burden on Hawaiians. So too does asserting 
the existence of a comprehensible colonial past elicit self-doubt and confusion. Mark’s 
panic in Waimea Summer could therefore be considered a portrait of the unresolved 
psychological distress caused by this way of thinking about Hawaiian-ness. In this light, 
Susan Najita has aptly described Waimea Summer as “…a narrative of incompleteness 
and ongoing dissociation that suggests a psyche that is not healed, a history that is as yet 
untold and perhaps not wholly translatable.”361 Even before he wrote Waimea Summer, 
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John had already addressed the concept of potentially irreversible psychological trauma 
in his 1964 essay “On Being Hawaiian,” a foundational text of the Hawaiian 
Renaissance. In his introduction, he described the “psychic pain” of colonization and also 
outlined the idea of psychological captivity, contending that “Always, here in the land of 
our ancestors, we are psychologically captive to the spirit of the past. The harsh legacy of 
early observers, who endlessly shouted the myth of superiority of their beliefs over those 
of Hawaiians, we must constantly live down. You cannot tell a people, whose very souls 
you have ensnared, that everything about their traditional way of life was bad, without 
breaking their spirit.”362 In both his fictional and non-fiction texts, John argued that 
cultural trauma and anxiety were indeed very real psychological effects of colonization, 
not to be ignored.363  
 Returning to Fredda’s drawing, the disjointed separation of the royal family in all 
their varying iterations of Hawaiian-ness, as well as the work’s overall air of emotional 
ambivalence, reflects John’s contention that the cultural and political trauma of the past 
could not, in fact, be repaired or erased. Rather, it had to be recognized and lived with.  
As Fredda stitched together the members of a family from different moments in time—a 
widowed Emma from the 1870s, Albert as interpreted through a personal snapshot, and 
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Kamehameha IV as both an inexperienced teenager and a seasoned king and father—she 
produced a portrait that is a depiction of fragmentation and dissociation, and which 
refuses to provide a cathartic lens for viewing the monarchy. Like Mark Hull’s summer at 
Waimea, her plumbing of history does not transform the past into a reassuring, healing 
force, but rather acknowledges that to examine Hawai‘i’s history is to engage in a 




Although it may seem like a stretch to connect Fredda’s portraits of the 1950s and 
1960s to the later Waimea Summer, John did specifically state that Fredda’s painting and 
his writing had been intertwined from the time she began her Monarchy series. He noted 
that one of her earliest portraits, either the first or second of the series, was a portrait of 
Princess Ka‘iulani that was based on a character named Sybil Hull from his unfinished 
novel Children of the Chiefs (Fig. 4.17).365 As in the case of Fredda’s drawing of the 
royal family, this portrait of Ka‘iulani stands on its own, yet it also takes on further layers 
of nuance and complexity when considered in tandem with John’s writings.    
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Born in 1875 to a Native Hawaiian mother descended from Kamehameha I and a 
Scottish father, Crown Princess Victoria Kawēkiu Kaʻiulani Lunalilo 
Kalaninuiahilapalapa Cleghorn was Queen Lili‘uokalani’s chosen heir. She was educated 
in Britain from 1889 to 1893, where she was groomed to assume her responsibilities as 
future Queen of Hawai‘i. There, at the age of eighteen, she learned of the overthrow of 
her aunt and the presumptive loss of her own promised crown via telegram. On behalf of 
Lili‘uokalani, she traveled to the United States from England to appeal to President-elect 
Grover Cleveland before returning to Hawai‘i in 1897. Having suffered from ill health for 
several years, Ka‘iulani died of a pneumonia-like illness on O‘ahu in 1899 at the age of 
twenty-three.  
Fredda’s painting is a half-length portrait of the Princess based on a photograph 
taken by San Francisco photographer Isaiah West Taber in 1897 (Fig. 4.18). Taber was a 
known entity in Hawai‘i, having photographed King Kalākaua on two occasions in the 
1880s, once during a visit to the Islands and again when Kalākaua visited San Francisco 
in 1881.366 Mirroring the pose in Taber’s photograph, Ka‘iulani appears in a three-quarter 
profile. She stands against a yellow-gold background, and her bright red, elaborately 
ruffled blouse and a large, heavily plumed hat gesture at her refined European 
sensibilities and appreciation for the latest fashion. She tilts her head slightly downward, 
focusing her gaze towards the ground, away from the viewer. In the original photograph, 
Ka‘iulani holds a pair of spectacles that are looped around her neck, a detail which 
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Fredda chose to eliminate. In the painting, Ka‘iulani does hold something in her right 
hand, but it is unclear what. 
John Holt’s remark that Fredda’s portrait was based on “Sybil Hull” is an 
enigmatic one, as he never published Children of the Chiefs. The name does, however, 
appear in Waimea Summer, in which it belongs to one of the novel’s least developed 
characters, the dead fiancée of Mark’s also deceased Great Uncle Tony. The only direct 
information offered about Sybil is that she was very beautiful and attended school in 
California at the “Blessed Virgin Seminary, or something.”367 She exists mostly as a 
vague figment of the boy’s imagination, part of an idealized projection of his heritage. As 
his Aunt Nita notes, Tony and Sybil are Mark’s “hero” and “heroine,” his “Romeo and 
Juliet,” or “Dante and Beatrice.”368 Sybil also embodies the subjunctive tense of the boy’s 
personal history, as she is a vehicle through which Mark ponders the “what might have 
been” if his Uncle Tony had lived. For instance, as Mark observes his distant relatives 
assuming places of honor at a Fourth of July parade, he “…ache[s] with jealousy,” and 
muses that had his Uncle Tony lived, his great-aunt Sybil would have been the “reigning 
queen” of the festivities, and he and his own cousins would be leading the parade 
instead.369  
This reference to fictional Sybil as the beautiful young “queen” who never got to 
rule recalls the story of the contemporaneous historical Ka‘iulani. Even more explicitly, 
John specifically explored Ka‘iulani’s hypothetical psyche in his 1977 short story 
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“Princess of the Night Rides.” This work of fiction dramatizes Ka‘iulani’s internal 
monologue as she rides alone through Honolulu at night, anxiously and often angrily 
pondering her relationship to Hawai‘i’s past and future in the weeks preceding her death 
in 1899.  In the story’s climactic scene, she encounters a ghostly procession of dead 
Hawaiian royalty. She makes herself recognizable to these ancient Hawaiians by chanting 
her mo‘oku‘auhau, her ancestral lineage. While saving herself bodily from destruction by 
angry spirits, she also finds some spiritual peace in being thus acknowledged.370 
Ultimately, she comes to recognize that she has maintained a deeper spiritual connection 
to her ancestry, and that her supposedly over-Europeanized modernity is not, ultimately, 
antithetical to being “authentically” Hawaiian.  
Taber’s 1897 photograph is clearly recognizable as the visual basis for Fredda’s 
portrait, but a key difference that emerges as the photograph is translated into paint is 
Fredda’s use of color. A striking aspect of the painting is the extreme whiteness of 
Ka‘iulani’s face, which is further accentuated by her red lips and cheeks. Compared to 
other examples of Fredda’s portraits such as her depiction of Queen Emma, who was also 
of half-white heritage, the Princess’s stark whiteness is jarring. Yet, it is an aesthetic 
choice that accentuates the circumstances in which Taber photographed Ka‘iulani. When 
she posed for the photographer in San Francisco, she had been away from Hawai‘i for 
nearly eight years. Her consumptive pallor in Fredda’s portrait recalls the ideal standards 
of white Victorian beauty; in turn, it also aligns with descriptions written during 
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Ka‘iulani’s tours of the United States in both 1893 and 1897 which frequently equated 
the Princess’s lighter skin tone with a surprisingly continental bearing, charm, and good 
manners. In several cases, observers noted that both in terms of physicality and 
demeanor, Ka‘iulani appeared to be barely Hawaiian, a remark that they intended as a 
compliment. 371 Additionally, on an even more literal level, Ka‘iulani’s whiteness recalls 
another historical detail, that is, the difficulty that the Princess experienced in readjusting 
to the climate of Hawai‘i after returning from Europe. It is as if Fredda exaggerates the 
notion that the she has not been exposed to the sun for a quite a while, being quite pale 
but also flushed with intolerable heat.  
In his later writing, John pondered the psychological effect that Ka‘iulani’s often-
discussed European appearance and affect might have had on her, identifying it as 
potentially both a source of pride and angst. In particular, he imagined that the Princess 
might have suffered from a form of “culture shock” upon returning to Hawai‘i after her 
years abroad. When John considered Fredda’s painting in 1975, a few years before 
publishing “Princess of the Night Rides,” he described it as a portrait of “a fragile, 
neurasthenic young hapa-haole woman doomed not to survive the rigors of culture 
shock.”372 The nineteenth-century condition of neurasthenia was understood as a 
psychologically-derived illness that was broadly thought to be caused by the mental 
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exhaustion and anxiety brought on by the stresses of modernity. In the case of Ka‘iulani, 
John identified the specific burden of modernity that triggered her psychological malaise 
as the loss of a firm cultural identity and sense of self.373 In “Princess of the Night 
Rides,” he dramatized Ka‘iulani’s physical response to Hawai‘i as a reflection of her 
emotional reaction to her long separation from the Islands. The story’s nighttime setting 
aligns with a penchant for the gothic that appears in many of John’s works, but it is also 
quickly revealed that Ka‘iulani chooses to ride at night because she is unable to tolerate 
the heat of the Islands following her return from England. Like a ghostly creature, her 
body seems to reject sunlight and warmth. In turn, she interprets her bodily reaction to 
the climate as indication of her irreversible loss of Hawaiian sensibilities, writing to her 
aunt Lili‘uokalani that “I find the heat more oppressive than the annexationists…My 
body is covered with rash, and I sometimes find it difficult to breathe….I guess I am no 
longer a Native Hawaiian in this respect; my body is at odds with the warm air of the 
tropics.”374 In addition to finding herself unable to physically reintegrate into her former 
life, Ka‘iulani is also incapable of emotionally connecting to those around her as she feels 
barely Hawaiian enough to lay claim to whatever uncertain role she might assume in the 
Islands’ future. She regrets that her knowledge of the Hawaiian language is inadequate to 
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communicate and fears that her personal habits are likely to be ridiculed as “pretentious” 
or “uppity.” 375 She finds that after so many years of studying, traveling, and learning “to 
command as [hers] the things of civilization—the theater, the music, the wit and 
cleverness of educated people,” she is unable to quietly content herself with the limited 
circle of Honolulu society which she now finds both provincial and demoralized.376 She 
muses that  
Tea and cakes, refined elocution, the restrained niceties of genteel deportment, the 
charm of a delicate ball dress, the waltz, the comforting camaraderie of county 
fairs, the elegance of Adam and Temple drawing rooms with their Hepplewhite 
and Sheraton furnishings or the fashionable grace of Sir Joshua’s or 
Gainsborough’s ladies, had captured her fancy, too, and she would not soon erase 
them from memory or from the very core of her being. They, too, were a part of 
the complex fabric of heritage and culture.377 
Altogether, John’s Ka‘iulani perceives herself as physically and emotionally a shade of 
the Hawaiian that she was when she initially left for England. Still, she also resents that 
she has been compelled to feel ashamed or defensive of her alleged European-ness. For 
the author, Ka‘iulani embodied the pride that he felt in hapa-haole heritage as fully 
legitimate form of Hawaiian identity, but he also used the Princess as a proxy to 
acknowledge that embracing such a heritage could be confusing and frustrating.378 On the 
one hand, John’s fictional hapa-haole characters often express shame or confusion over 
not being Hawaiian “enough,” but on the other hand, they do not ultimately desire to 
obscure the non-Polynesian ancestry that is undeniably another part of their history.  
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 The psychological profile that John created for Ka‘iulani in “Princess of the Night 
Rides” also mirrors the manner in which the appearance of whiteness and European 
cultivation was a complicated area navigated by the queens of Hawai‘i. For Ka‘iulani in 
particular, her whiteness played a role in determining the way in which she was perceived 
abroad. During her visits to the United States in both 1893 and 1897, her physical 
appearance and her celebrated status as a “half-breed” was an often commented-upon 
topic. Her air of supposedly Anglo-Saxon refinement was an affect that other female 
members of the Hawaiian royalty, such as Emma and Lili‘uokalani, had consciously 
strived to emphasize for foreign audiences as they attempted to assert the political 
legitimacy of the monarchy.379 However, Ka‘iulani’s status as a half-white Hawaiian was 
also leveraged against her as she attempted to serve as a diplomatic mouthpiece for 
Native Hawaiians. For instance, a reporter for the Sacramento Record Union scathingly 
dismissed Ka‘iulani’s political pleas as she approached President-elect Cleveland, writing 
that: 
When Princess Kaiulani tells us of “her people” and the necessity and justness of 
consulting the “pure Hawaiians” in this matter, she touches the quick. She is not 
herself a pure Hawaiian, but a half-breed. The intellectual capacity and physical 
comeliness she has comes from her educational contact with and half-descent 
from Anglo Saxons. Her “pure Hawaiians” are confessedly incapable of self-
government; the men who have become Hawaiians by adoption and years of 
devotion to Hawaiian interests are of Anglo-Saxon descent in the main. They 
represent advancement, progress, and strength; the pure Hawaiian represents 
decay, retrogression and weakness.380 
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For this writer, Ka‘iulani was not “aboriginal” enough to make a compelling case for 
Native Hawaiian self-government. He dismissed her as an anomaly, and further posited 
her as an example of the necessity of introducing Anglo-Saxon blood in order to reach a 
suitable level of “civilization.”   
 In addition to its stark white hue, the method of application of paint in the area 
that defines Ka‘iulani’s face is intriguing. Fredda’s thick, opaque paint draws attention to 
the tangible, material surface of the portrait as Ka‘iulani takes on the appearance of 
something akin to a rosy-cheeked porcelain doll. At the same time, the white opacity of 
the right side of Ka‘iulani’s face fades to translucency along her left cheekbone, as if to 
hint that something lies beneath this heavily applied layer.  This effect echoes yet another 
psychological burden that John imagined that the Princess might have struggled with 
following the overthrow of Lili‘uokalani. His Ka‘iulani bitterly rails against being 
perceived primarily as an aesthetic political object, one whose outward appearance was 
more important than her intellect or her actual ability to rule. In “Princess of the Night 
Rides,” she argues with her father as she expresses her frustration over having been 
groomed to rule, only to now be asked to stand as merely an anachronistic figurehead, or 
as her father puts it, “a woman, and a princess! A living symbol of the chiefs of old!”381 
Alone in her thoughts, she fumes that “A soft, decorative nonentity was what some 
desired her to be. Actually, she was two people, and in this was the seed of her torment. 
                                                        




Who am I? What am I?”382 By constructing such an interior monologue for Ka‘iulani, 
John once again gestured at the historical Ka‘iulani and the manner in which her physical 
appearance and refined womanhood became a main subject of commentary in the foreign 
press as she attempted to appeal to the United States government, overshadowing her 
intellect and dismissing her as a legitimate political mouthpiece. Mary Hannah Krout’s 
description of the Princess in Hawaii and a Revolution, for instance, particularly captures 
this phenomenon, as Krout remarked that  
Personally, the young Princess was a charming and interesting character; she gave 
a certain picturesqueness to the little drama, appearing upon the scene just at the 
proper moment, as the conventional heroine should, gently appealing to the 
American people for redress and protection in the maintenance of her rights. The 
American, it is well known, is easily moved by any appeal from womanhood 
wronged or distressed...no human power could have prevented the Princess 
Kaiulani from being a helpless tool in the hands of men who had controlled King 
Kalakaua and abetted the ex-Queen in her conspiracies against the 
government…The composition of the address, as sentimental as a school-girl's 
essay or an elegant extract from an old-fashioned three-volume novel, was 
therefore supposed to the work of her guardian.383 
 
Even sources that were less adamantly pro-annexation than Krout’s aestheticized 
Ka‘iulani. For instance, Alice Rix’s extensive interview with the Princess in the August 
7, 1898 Sunday Edition of the San Francisco Call, which probed Ka‘iulani about her 
personal feelings about having lost her right to rule as future queen, also provided readers 
with five formal bust-length portraits of the Princess at different ages (Fig. 4.19). In his 
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fictional story, John chose to have Ka‘iulani specifically address the central image of this 
article as she argues with her father (Fig. 4.20): 
Yes, Father, I can be an object of sentiment—perhaps even an object of pity. 
Remember the official portrait that was made in London before I left? I was in my 
soft, silken, primrose-yellow gown. Worth, who dressed all the royal ladies of 
Europe, designed it for me to wear to the ball given by the Prince of Wales and 
Alexandra. Let the people have that picture to soothe their broken hearts. It’s as 
much as I have. And, anyway, it is a fine photograph!384 
John’s Ka‘iulani yearns to differentiate her authentic self from her photographic self, as 
she recognizes the fabricated nature of her likeness as a global consumable. As if 
fulfilling this desire, in Fredda’s painting, the brash boldness of her palette, with its stark 
contrast between black and white and the vivid red of the Princess’s blouse, along with 
her highly tactile, heavy application of paint, contrasts with the “soft” delicacy and 
haziness of the photograph which John’s Ka‘iulani cynically left to the Hawaiian people 
as solace. 
 Finally, Fredda’s portrait can also be read in relation to a similar depiction of 
Ka‘iulani created by her friend and more well-known painter, Madge Tennent. Like 
Fredda, Tennent was also a haole transplant to Hawai‘i. Born in England and raised in 
South Africa, she began her career at an earlier moment, having arrived in Hawai‘i in 
1923. In the late 1920s, she formed “The Seven,” a group of women artists dedicated to 
producing avant-garde, modernist works. Classically-minded critics disparaged Tennent’s 
work as vulgar in her own time, but she is now recognized as the first artist to apply a 
modernist sensibility to the subject of Hawaiian women.  In the works for which she is 
                                                        




now most celebrated, she deviated from the established convention of depicting 
Polynesian women either as anthropological specimens or as anti-modern “noble 
savages” endowed with a primitive mystique à la Gaugin. Nor did she present erotic 
specimens whose nubile figures conformed to European standards of beauty. Rather, she 
painted voluptuous, “racially explicit” women whose physically substantial bodies and 
sheer force of personality overwhelm the confines of the modest missionary-era holokūs 
in which they often appear in these works.385  
Tennent was drawn to nineteenth-century subjects, although she more commonly 
presented anonymous, generalized figures, rather than specific persons. A notable 
exception to this preference were the figures from the Hawaiian monarchy that she began 
to paint in the later decades of her career, largely in the 1950s and 1960s. Like Fredda, 
she used historical photographs as inspiration for her work. There is some stylistic 
confluence between Fredda and Tennent’s work. Such convergence is unsurprising, given 
that John was already a particular admirer of Tennent’s painting when Fredda began her 
Monarchy series. For instance, the golden-brown background of Fredda’s portrait of 
Ka‘iulani  recalls that which appeared in some of Tennent’s monarchy paintings, such as 
her depiction of Queen Kapi‘olani (Fig. 4.21). In both portraits, the royal women boldly 
emerge in their bright, Westernized attire from this earthier background. Such a contrast 
captures one of the aspects of Tennent’ work that John especially admired, which he 
articulated as the painter’s ability to evoke  “a people in transit emerging from the distant 
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times of Lono and Kanaloa, to the fraught times of our technical industrial 
civilization…These women, unlike the earth bound, simple creatures of Gaugin, display 
sophistication that is more closely linked to urbanity than to the Arcadian simplicity of 
tribal times.” 386 Fredda, John and Tennent shared an interest in the tensions of 
nineteenth-century Hawai‘i, a period that they perceived it as a culturally and spiritually 
“transitional.” Their interpretations of the concept of transition manifested differently in 
their art, however; as Bonnie Kelm has noted, Tennent’s fascination with transition was 
more visually than politically based, as above all she sought to define a new aesthetic 
“archetype” of Polynesian beauty that captured what she believed to be the essence of 
modern Hawai‘i. She was not as deeply enmeshed in probing the historical intricacies of 
the era of the monarchy, and nor was she explicit in defining her work as political or 
social commentary. In fact, she took rather the opposite approach, framing herself as 
politically disinterested as she insisted on the primacy of her visual experimentation and 
her modernist search for a formalist lens to apply to Hawai‘i.387 
In 1945, Tennent created a charcoal drawing of Ka‘iulani based on the same set of 
1897 photos by I.W. Taber that later inspired Fredda (Fig. 4.22). Whereas Fredda 
replicated a pose in which the Princess turned slightly away from the camera in a three-
quarters profile, Tennent focused on a more frontally-facing image (Fig. 4.23). 
Additionally, she closely cropped her work, focusing on Ka‘iulani’s face. Such decisions 
reflect the way in which for Tennent, Ka‘iulani was very much an object of aesthetic 
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fascination. In Taber’s photograph, Ka‘iulani’s eyes provide an arresting focal point, an 
attribute that was of practical use in relation to Tennent’s visual preoccupations of the 
moment. As Kelm argues, Tennent’s depiction of the Princess marks a notable shift in the 
artist’s search for a Hawaiian archetype. Rather than grounding her Hawaiian aesthetic in 
the voluminous, physically enveloping bodies of her earlier works, Tennent instead 
became captivated by more delicate lines and facial features, especially “heavy-lidded 
soulful eyes” and lips that the artist described as “rhythmically classic,” shaped “like a 
wing bent down.”388 By concentrating on Ka‘iulani’s face, Tennent had the opportunity 
to rigorously examine and draw attention to these features that she found so visually 
fascinating. For instance, compared to the source photograph, she particularly 
exaggerated Ka‘iulani’s lips and eyes. The exaggeration is not entirely unrealistic, but it 
is enough to push the figure towards the verge of a cartoon.  
As much as Tennent insisted that her primary interest was visual, her depiction of 
Ka‘iulani nonetheless gestures at the way in which she was also interested in the Princess 
on a more metaphorical level. In her drawing, Tennent adjusted her subject’s gaze ever so 
slightly, such that it is just barely cast to the side, as opposed to directly addressing the 
viewer as in the photograph. It is a tiny alteration, yet it captures some of Ka‘iulani’s 
interiority, as if the Princess is pondering a thought or trying to catch a glimpse of 
something in the distance. The shift also makes Ka‘iulani appear less arresting or 
confrontational. This subtle change serves as a reminder that as for John and Fredda, 
                                                        




Tennent was also preoccupied by Ka‘iulani’s apparent emotional vulnerability. Even 
though Tennent was absorbed in the creation of a visual archetype, Ka‘iulani proved 
intriguing to her as the embodiment of a tragic figure who marked a fundamental shift 
from what the artist perceived as earlier, almost godlike chiefly confidence to a more 
vulnerable, extremely human poise that was in the process of being gradually chipped 
away by the waves of colonialism. Visually, Tennent recorded this shift as a physical 
transition between her earlier female figures, modeled after the unapologetically massive 
form of the eighteenth-century Queen Ka‘ahumanu, to her later subjects that echoed the 
daintier, frailer Ka‘iulani (Fig. 4.24).389  
Tennent also spoke to nineteenth-century Native Hawaiian vulnerability in a 
distinct change in her preferred medium. In her depictions of the monarchy, she often 
chose to work in watercolors or gouache rather than relying on her earlier technique of 
thickly applying oil paint in an opaque layer, often using a palette knife. The wispiness of 
the 1945 charcoal rendering of Ka’iulani anticipates the hazy, often translucent effect that 
Tennent would embrace to varying degrees in her later renderings of royalty.390 For 
instance, in 1954, she again returned to the photograph of Ka‘iulani in a watercolor 
painting (Fig. 4.25). Tennent did not specify the subject as Ka‘iulani, instead generalizing 
the figure as Hawaiian Girl in Costume, yet the work is clearly another reference to 
Taber’s San Francisco photograph. Here, though, there is a glassiness to the young 
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woman’s expression as she stares into the space in front of her. The greyish-purple tone 
of her skin and the watery blobs of paint that imprecisely define the volume of her body 
result in a figure that is even more translucent, more impermanent and haunted looking 
than the earlier charcoal sketch. Overall, Tennent seems to have embraced permeability 
and translucency as an appropriate material metaphor for rendering the declining 
Hawaiian monarchy. In other depictions of royalty, she created an almost monochromatic 
effect of thinly applied washes of paint on panel, in which her subjects just barely emerge 
from the grain of the wood (Fig. 4.26). Even returning to the portrait of Kapi‘olani, a 
work in which Tennent still utilized more vivid, thickly applied paint, areas of 
translucency became apparent, especially around the edges in the bottom half of the 
work. It is as if the vivid memory of these historical figures is slowly fading, draining or 
bleeding off of the surface of the painting. This effect reaches its most exaggerated state 
in some of Tennent’s watercolor portraits, several of which are so watery as if to suggest 
that they had been painted and then partially wiped away or diluted, even when 
accounting for natural deterioration or fading of the pigments over time (Fig. 4.27). 
Overall, Fredda’s Ka‘iulani is a far more solid figure. She is ghostly, perhaps, in her 
whiteness, but not in the sense of ghostly transience. Once again, the viewer might recall 
John’s insistence on the tragedy of the monarchy as being un-erasable and highly 
palpable in the present, rather than existing as a more benign, dissolvable vestige of the 
past. Like the other figures of Fredda’s monarchy series, her Ka‘iulani is an insistent 
figure, attempting to exist as something beyond the “soft, decorative nonentity” that was 




The “Authentic” Past 
 Broadly, a similar impulse drove both Fredda and Tennent’s work, as they 
attempted to provide an alternative to the stereotypical imagery of postwar Hawai‘i 
fueled by the rising tourist industry, especially that which embodied the Islands in the 
form of lithe, sexually available femininity.391  However, Fredda differed considerably 
from Tennent in that she and John provided explicit commentary that specifically 
identified her work as a political and cultural statement that attempted to counter 
imperialist nostalgia. When the portraits were installed at the Merry Monarch in the 
1960s, both Fredda and John provided interviews with the local press, such as the 
Honolulu Star-Bulletin and the popular magazine Paradise of the Pacific, that detailed 
Fredda’s process and framed the works as more than passively decorative Hawaiiana. As 
one reporter explained to readers, 
If it is the painter's role to provoke questions and thought, this painter has 
succeeded, notwithstanding that restaurants usually pitch their appeal exclusively 
to a different part of the anatomy. There are not two but nine major works on 
Fredda's walls at the Merry Monarch, each presenting a royal Hawaiian 
personality in dress, visage, and—in light of their history—expression of conflict, 
that surely helps to give Frank's till a merry tune, if not undivided attention to his 
royal culinary fare.392 
 
In contrast, while Tennent’s work can certainly be interpreted within the context of the 
contending forces of colonialism, she herself insisted on maintaining a largely apolitical, 
ahistorical artistic persona. She declared in 1966, as Fredda’s paintings hung in the Merry 
Monarch, that “There have been, and will be, many more artists who will paint 
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Hawaiians from their own point of view, taking other angles, such as the historic, the 
poetical, the early cultural, etc. but my own interpretation of the Hawaiian people has 
been purely aesthetic and aesthetic only.”393   
 A key question that emerges, though, is what to make of Fredda, a self-declared 
outsider and “apple pie” American, as marshal for a conversation about Hawai‘i’s 
imperial legacy in the decades following statehood, especially given the rise of groups 
that more insistently and radically demanded the prioritization of Native voices. As the 
Hawaiian Renaissance flourished, political and social activists simultaneously called for 
reparations for Native Hawaiians, reclamation of the crown lands, and at a more extreme 
pole, demanded independence from the United States in a rejection of statehood.394 
Around the time that Fredda painted her portraits, some viewers of Madge Tennent’s 
work began to consider the potentially problematic power dynamic between a white haole 
artist and Native Hawaiian subjects. As much as Tennent intended her portrayal of 
Hawaiians to be sympathetic, her search for an archetype was still a reductive pursuit that 
arguably minimized the individuality of her subjects and brushed aside the concept of a 
wide spectrum of Native Hawaiian identity. And as she emphasized her interpretation as 
“aesthetic, and aesthetic only,” her work could be read as reducing Indigenous Hawaiians 
to consumable objects for a primarily white, European and American art market. What 
separated her from the artist-ethnographers of the eighteenth and nineteenth centuries, or 
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from those who had more recently packaged the hula girl for American curio cabinets and 
dashboards? The visual qualities of her work and her archetype were different, certainly, 
but was her act of gazing at and portraying Native bodies as a means of defining 
Hawaiian-ness as a haole so very different? In the case of Tennent, her status as a well-
to-do, white foreigner—a similar profile as Fredda—intensified the emerging criticism.395 
In turn, then, might not Fredda warrant similar criticism? 
 Additionally, there is the puzzle of situating Fredda’s appropriation of images of 
the monarchy within the history of consumable portraits of Hawaiian royalty. In the late 
nineteenth-century, carte de visite portraits of the monarchy became popular collectibles 
among foreign visitors and residents in the Islands. As Adrienne Kaeppler has noted, the 
initial international circulation of such images in the 1860s and 1870s provided Hawaiian 
royalty with the opportunity to self-style themselves as equivalent to European monarchs 
as a means of emphasizing their political legitimacy.396  By the later nineteenth century, 
though, the consumption of these portraits could also be understood as a practice in 
which foreigners enacted in miniature the processes of imperial control. As they collaged 
and arranged the portraits along with other popular views of island scenery and the 
supposed improvements of Americanization—whether intentionally in photographic 
albums or scrapbooks, or more haphazardly as in the case of something like royalty-
themed playing cards, a souvenir that maintained its popularity well into the late 20th 
century—they came to understand Hawai‘i as a consumable foreign possession in a 
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fashion that recalled the visual strategies of “new possessions” literature or the 
exhibitions of the world fairs (Figs. 4.28 & 4.29). The portraits were not just souvenirs of 
Hawai‘i, but souvenirs of “Old Hawai‘i.” Grouped alongside picturesque views and 
ethnographic illustrations that had become stock Island imagery, the monarchy became 
another category of quaint curio, divorced from the world of modern, Americanized 
Hawai‘i. Over time, Hawaiian royalty became a less popular theme for touristic or more 
commercialized paraphernalia, although some imagery trickled into the Territorial era. 
For instance, in the first few decades of the 20th century, images of Lili‘uokalani—which 
clearly specified her status as “dethroned” or “ex-Queen”—continued to appear on 
postcards for sale in Honolulu’s tourist shops (Fig. 4.30). Or, in a very different setting in 
the 1920s, Queen Emma appeared on a label for “Queen Brand” canned pears produced 
by San Francisco’s Sterling Canning Company (Fig. 4.31). The company was probably 
unaware that in 1893, the U.S. Minister to the Hawaiian Islands John L. Stevens had 
referred to his hope for Hawai‘i’s imminent annexation through the metaphor of a pear 
ready to be picked. In a letter to the U.S. State Department, he wrote that “The Hawaiian 
pear is now fully ripe, and this is the golden hour for the United States to pluck it."397 
Regardless, the use of Emma’s image infused the product with a blend of exotic luxury 
while embracing the common trope of the tropics as a consumable. Over the next several 
decades, such a trope remained, but the imagery shifted to reflect an entirely different 
conception of island royalty. Brands such as “Coral Queen” peaches now relied on the 
                                                        





more generic figure of the tropical princess, a smiling specimen of inviting, acquiescent 
femininity who blended the centuries-old Pacific Muse with the modern hula girl (Fig. 
4.32).  
Such a metamorphosis reflects the way in which the older, once widely-
circulating imagery of the monarchy gradually faded from popular memory as it was 
replaced by the newer iteration of the imagery of tropical escapism and pleasure. By the 
time of statehood, the monarchical past was largely separate from the commercial culture 
of island paradise, confined to distinctly “historical” pauses in a touristic itinerary, such 
as ‘Iolani Palace or the Queen Emma Summer Palace. As in the Territorial era, the modes 
occasionally intermingled. For instance, beginning in 1959 and into the 1970s, 
commercial artist and ceramicist Julene Mechler created porcelain figurines of the 
monarchy (Fig. 4.33).398 Mechler marketed these figurines, sold at Honolulu’s Liberty 
House department store, as a higher-end collectible that celebrated the monarchy. 
However, as an offshoot of her extremely popular and more cheaply priced hula girls, 
menehunes, and lei-clad children, they were still a somewhat unusual locus at which the 
monarchical past collided with Hawai‘i’s kitsch touristic culture, again reinforcing the 
narrative of a seamless arc from the nostalgic, gracious days of Old Hawai‘i to the 
modern pleasures of the fiftieth state (Fig. 4.34). A similar message was even more 
explicitly conveyed by the no-longer extant Hawaiian Wax Museum, which opened on 
February 1, 1965. Located on Kalākaua Avenue in the heart of Waikiki, the museum 
                                                        




housed nineteen different scenes from Hawaiian history dramatized with wax figures 
created by the Keller-Stubergh Studio of LA, based on research from the Bishop 
Museum, the State Archives, and the Hawaiian Historical Society.399 Steps away from the 
Princess Ka‘iulani Hotel and the International Marketplace shopping center, visitors 
could encounter the arrival of the first Polynesians in Hawai‘i, the landing of Captain 
Cook, the construction of the first sugar mill by Chinese settlers, the planting of the first 
pineapple in 1813, as well as a more recent scene of hula dancing and feasting at a lūʻau 
(Fig. 4.35). The museum also presented several scenes that featured figures of the 
monarchy, such as the death of King Kamehameha V and an anachronistic grouping of 
King Kamehameha III, King William Charles Lunalilo, and Queen Lili‘uokalani in a 
setting meant to evoke the throne room of ‘Iolani Palace (Figs. 4.36 & 4.37). 
 And a short walk from the Hawaiian Wax Museum, with its presentation of a 
harmonious, uncontested Hawaiian evolution, was the Merry Monarch Restaurant. 
Ironically, only two years before the wax museum’s opening, John explained Fredda’s 
desire to capture the emotional complexity and humanity of the monarchy in her 
paintings by noting that “These people were not stereotype wax figures and 
marionettes.”400 He and Fredda perceived of her paintings as performing a different role 
as they intermingled with the world of Waikiki. For his own part, the proprietor of the 
Merry Monarch pointed out that the restaurant’s royal theme was not completely 
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imaginary; he had, for instance, commissioned artist Doris Fujii to research archival 
images to create a scene from the reign of Kalākaua that would lend itself to a mural for 
the dining room.401 Even so, wouldn’t many visitors to the Merry Monarch have 
nonetheless remained blithely unaware of Fredda and John’s interpretation of her works, 
only momentarily glancing at Ka‘iulani as the Princess looked down upon cocktail parties 
and steak dinners?  Even the critic who praised Fredda for evoking questions of 
“expressions of conflict” admitted that there was a disconnect between the 
uncomfortable, tragic world portrayed by Fredda’s paintings and the context in which 
they were displayed. He wrote:  "Now do not be discouraged. This is all past history, the 
names, places and events dim to memory. Sugar, pineapples, tourism and the military are 
flourishing industries today.” Viewed in this light, and as yet another white, foreign 
interpretation of the monarchy, to construe Fredda’s paintings as a subversive 
postcolonial mouthpiece could certainly be understood as problematic. Even John and 
Fredda’s contention that the portraits were an attempt to dismantle clichés by 
foregrounding the humanity of Hawaiian royalty as they faced the tragedy and crisis of 
their demise could be problematized; such a framework speaks to the tendency to 
primarily connect these figures to their supposed political failure, overshadowing the 
myriad ways in which they successfully maintained their sovereignty for many decades in 
the face of foreign encroachment. Perhaps the monarchy faced its “impending doom,” as 
                                                        





John articulated it, but at the same time, nineteenth-century Hawai‘i was nonetheless a 
period that was both politically innovative and culturally rich. 
Despite such criticism, it still remains that Fredda’s paintings were not only works 
of public art. They were also a highly personal vehicle through which John developed his 
individualized perspective on his own Hawaiian identity, and Fredda’s voice as a haole 
was one that he actively solicited as part of his reflection. After Fredda’s death, John 
recalled the process by which they had attempted to better understand the monarchy 
through the construction of hypothetical psychological portraits: 
We engaged in endless discussions about the ruling ali‘i: their tribulations and 
triumphs, their love affairs, their politics, their nobility of heart—or lack of it—
and most of all, their ability to serve as leaders. We bandied quick judgments or 
discussed more penetrating views of the ali‘i over breakfast coffee, late evening 
snacks, or on drives to and from town. We sifted rumor from fact, evaluated the 
slim evidence from documented sources, and came to our own conclusions.402 
John also stated to a reporter that he specifically asked Fredda to paint the monarchy for 
him—he told her, “'I'd like to know what my people looked like.”403 And in another 
interview, he further affirmed that he was, indeed, interested in Fredda’s perspective, 
viewing her paintings as a “favor”——“I want to know what they look like to you,” he 
recalled saying.404 In this sense, John anticipated the perspective of George Kanahele, 
who contended that the Hawaiian Renaissance did not only “belong” to “ethnic 
Hawaiians,” but also to “haoles, Japanese, Chinese, Filipinos etc., people who have no 
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Hawaiian ancestry but who for one reason or another have come to identify themselves 
culturally, psychologically and spiritually with Hawaiian-ness.”405  
 Additionally, the difficulty or even the impossibility of separating “authentic” and 
“inauthentic” Hawaiian culture was one that John seems to have pondered.  Susan Najita 
has argued that the story of Mark Hull in Waimea Summer is a warning about the futility 
of attempting to purify the narrative of the past. The novel suggests that attempting to 
separate traditions, habits or beliefs that are “authentic” from a present that has allegedly 
been tainted by contact will not alleviate the trauma of colonialism.406 Such a theme also 
emerges in another of John’s short stories titled “Family Portraits” that appeared in the 
same volume as “Princess of the Night Rides.” The narrative describes hapa-haole 
Honolulu architect Charles Newton and his visit to the home of his dying 85-year-old 
Great Aunt Emily on Maui. It is revealed that Charles’ primary reason for visiting Maui 
is to obtain two portraits of Emily’s grandparents, the “High Chief and Chiefess 
Kekapuwai,” that had been “executed in the romantic style by a Frenchman who had 
passed through the islands as an artist with a scientific expedition in 1841.”407  Charles 
never precisely articulates why he is so obsessed with retrieving the portraits. Partially, 
moving the portraits to his own home seems to be a symbolic victory in which he can re-
enact and celebrate his own escape to modern Honolulu. Freeing the paintings from the 
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gothic purgatory of Emily’s house, a place that he views as a “crypt of sullen memories,” 
will mirror what he perceives as his own liberation. It is an attempt to excavate and 
separate that which is laudable and worthy of being proud of in Hawai‘i’s past from that 
which is painful, backwards or shameful. Outside his aunt’s home, Charles muses that 
“One could live and breathe in the vastly less restricted atmosphere of the present day, 
freed of the terrible feeling he had suffered as a youth that one could never be released 
from the grasp of family and caste as it had been shaped by the forces that had organized 
the pattern of life in nineteenth-century Hawai‘i.”408 And like Fredda’s portraits did for 
John, the paintings act as subjunctive inspiration for Charles, who, as he considers his 
ancestors, wonders what they would have thought of modern Hawai‘i. In Charles’ case, 
he imagines that they would have approved; the portraits therefore serve to alleviate some 
of the guilt that he feels for embracing a different Hawai‘i than that which his elderly 
aunts cling to.409 But at the same time, Charles is also forced to confront the notion that 
there might also be something to admire in the messier earlier chapter of his and 
Hawai‘i’s history. As he sifts through the confusing and frustrating contents of his aunt’s 
house, and in turn, the detritus of her personal history, Charles comes to appreciate the 
psychological burden his aunt carried as a hapa-haole in the late nineteenth century. 410  
The story also illustrates the broad definition of the perceived value of objects. 
The portraits are of superficial value to Charles’ cousin, who happily accepts that the 
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paintings could be easily reproduced by a good copyist for not too exorbitant a price. 
From the perspective of conventional European art, they also have a certain amount of 
artistic value, as Charles recalls that their creator might have been a pupil of Jacques 
Louis Davide. Most significantly, they have a spiritual value for Charles, as they 
“…lifted him up above and beyond the present, and carried him to the distant times of 
drumbeats and the hula alaapapa.”411 Here, as in Waimea Summer, John again spoke to 
the concept of the mana of objects—the intense spiritual and psychological pull of 
tangible things on those who encounter them. Like the case of Mark and his dead great-
uncle’s spurs in Waimea Summer, the portraits create a bridge to the past for Charles. 
Furthermore, the portraits are still spiritually potent even when jumbled among the vast 
assortment of Emily’s other belongings, many of which Charles scorns as valueless 
trinkets that lack consistency, ranging from “sad imitations of Verrochio and Cellini” and 
photographs of island scenery to bouquets of ceramic flowers and a stuffed fox terrier. 412 
The tasteless objects do not ultimately detract from the portraits’ more “authentic” voice, 
and they still stand out as something separate, something important and worth saving. In 
turn, Charles’ fictional experience recalls the way in which Fredda’s portraits did not 
appear in a stark gallery setting in which highly explicit, didactic distinctions 
differentiated between high and low culture, the authentic and inauthentic, or Native or 
imperialist vision. Such was the case not only of the Merry Monarch, but also of the 
painting’s subsequent place of display, the gallery of the Hawaiian Savings and Loan 
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Association. There, in 1968, they were displayed along with a variety of nineteenth-
century objects, “things belonging to the kings and queens of Hawaii,” such as 
Lili‘uokalani’s song sheets and buckles and buttons worn by Kalākaua. Also on view 
were objects that directly gestured at imperial history, such as a 1783 journal belonging 
to Captain Cook, as well as an 1897 newspaper printed in New York with cartoons 
depicting Uncle Sam and his new possessions.413 In “Family Portraits,” the collision of 
contradictory objects is necessary for Charles to come to some understanding of his 
nineteenth-century roots, as he concludes that Emily, “was really as good a Hawaiian as 
she was a haole. Both streams of culture, merging within the framework of her 
personality, had made Emily Aylett Christensen one of the most interesting products of 
Hawaii.”414 So too did the mélange at the Merry Monarch and Hawaiian Savings Gallery 
acknowledge the multiple “streams of culture” that had contributed the history of 
nineteenth-century Hawai‘i, and to the Islands’ present character.  
 
Conclusion: “ The dictates of both intellect and emotion” 
Overall, Fredda’s work is largely absent from scholarship of 20th-century 
Hawaiian art. This is possibly due to the relative obscurity of her Monarchy paintings, 
which were placed into storage in the 1970s and have rarely been exhibited since.415 
Perhaps, too, the nature of the portraits’ primary place of display at the Merry Monarch, 
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where they could be construed as mere décor, may have also detracted from their 
inclusion as part of a more artistically “serious” body of contemporary Hawaiian art 
history. In a similar light, when the paintings are divorced from Fredda and John’s 
commentary and the context of the Hawaiian Renaissance, it also becomes easier for 
them to blend in among the many examples of posthumous portraits of the monarchy by 
haole artists that have been produced in the years since statehood. 
 Furthermore, as John’s writings are complex enough in their own right, both in 
terms of their literary construction and in their larger significance as foundational texts of 
both the Hawaiian Renaissance and Oceanic modernism, their additional relationship to 
Fredda’s art is perhaps a layer that has been overlooked as a less urgent strain of inquiry. 
Nonetheless, it remains that while both Fredda’s paintings and John’s body of writing 
provide rich points of reflection independently of one another, considering them in 
tandem reveals additional insight into the Holts’ particular interpretation of Hawai‘i’s 
imperial legacy in the twentieth century. Together, their works produce the type of lens 
that John described as imperative for the cultural historian of Hawai‘i. In Monarchy in 
Hawaii, he described it as a blend of the detached and personal, of intellect and emotion: 
Beyond this bony statistical framework there is the larger reality of history being 
made by men and women; by flesh and blood human beings who breathed, 
laughed, loved and sorrowed much as we do in the course of a lifetime. If we 
view the historical process in terms of its being man-made and therefore rife with 
imperfections, gross cruelties, and unpleasant truths, as well as a reflection of 
commendable achievements, we must respond to history as human beings who are 
just as imperfect and confused as were most of our forebears, subject to will and 
feelings and to the dictates of both intellect and emotion.416 
                                                        




Given the sparseness of what John referred to as the “scantily documented records” of the 
era, the Holts’ work argues that perhaps there is no choice but to begin to delve into 
guesswork, some of which may, certainly, be informed by emotion and personal 
perspective. John’s reference to “both intellect and emotion” seems to address the echo of 
the era of annexation, as he responded to the imperialist insistence on the necessity of 
separating “sentiment” and intellect and refuted the voices that urged skeptics like Mabel 
Craft to make “her mind a colorless medium through which facts are seen in their true 
light.” In doing so, he and Fredda insistently denied that the overthrow of the monarchy 
was an easily mapped series of historical facts and events, in which hindsight could 
identify how detached, “correct” or “incorrect” political decisions tipped the political 
scale in the direction of annexation. As much as the Hawaiian Renaissance sought to 
foreground and celebrate the aspects of the Indigenous past that could be easily 
admired—its art, its music, its language—John and Fredda also both sought to illuminate 
the psychological assault that had occurred in nineteenth-century Hawai‘i and to urgently 
suggest that this legacy must be equally be contended with. The intermingling of intellect 
and sentiment in aesthetic interpretations of the Hawaiian past, whether expressed 
through paint or words, might not provide closure or erasure, but, the Holts argued, it 







Fig. 4.1. The Merry Monarch Restaurant, as pictured in the Honolulu Advertiser, February 18, 1958. 
 
 
Fig. 4.2. Frank and Al Viviano with dining room mural in background, from the Honolulu Advertiser, 























Fig 4.3. Matchbook from the Merry Monarch Restaurant with the Monogram of King Kalākaua, c. 1960s. 
 
Fig. 4.4. Portraits by Fredda Burwell Holt on view at the Merry Monarch Restaurant, Honolulu. Honolulu 





Fig. 4.5. Fredda Burwell Holt, King Kamehameha IV, Queen Emma, and Prince Albert Edward 
Kauikeaouli. Pencil, 7” x 6”. Reproduced in The Art of Fredda Burwell Holt. 
 
 
Fig. 4.6. Paul Stabile, Family Portrait of King Kamehameha IV (Alexander Liholiho), Queen Emma, and 





























       





       
Fig. 4.9. William Cogswell, Portraits of Kamehameha IV and Queen Emma, 1890. Oil on Canvas. Bernice 
Pauahi Bishop Museum. 
 
 





Fig. 4.11. A.A. Montano, Queen Emma of Hawaii, c. 1876-1883. Hawai’i State Archives. 
 
 
Fig. 4.12. Fredda’s sketch of the royal family and painting Dejected One, as pictured in The Art of Fredda 









Fig. 4.14. Southworth and Hawes, Princes Alexander Liholiho and Lot Kapuaiwa with Gerrit P. Judd, c. 






Fig. 4.15. Fredda Burwell Holt, Prince Albert Kauikeaouli Leiopapa Kamehameha. Oil on canvas, 34” x 
46”.  Reproduced in The Art of Fredda Burwell Holt. 
 
 
Fig. 4.16. Henry Chase, Prince Albert Edward Kauikeaouli Leiopapa a Kamehameha in his fireman outfit, 





Fig. 4.17. Fredda Burwell Holt, Princess Victoria Kaiulani. Oil on Canvas, 36” x 44”.  
 





Fig. 4.19. Ka‘iulani portrayed in Alice Rix’s article “The Princess Who Wanted to be Queen,” San 
Francisco Call, August 7, 1898. 
 














Fig. 4.23. Isaiah West Taber, Kaiulani in San Francisco, c. 1897. Hawai’i State Archives 
 
 
Fig. 4.24. Madge Tennent, Queen Kaahumanu Sunning Herself, c. 1930. Oil on Canvas, 50” x 42.25”. 









Fig. 4.26. Madge Tennent, Princess Ruth in Formal Dress with Book, c. 1950. Oil on Wood on Panel, 48” x 




         
Fig. 4.27. Madge Tennent, Kamehameha IV and Kamehameha V, 1956. Watercolor on canvas laid on paper 




        






Fig. 4.29. Souvenir playing cards, published by Wall, Nichols & Co., c. 1901.  
 
 





Fig. 4.31. “Queen Brand” Pears Label, San Francisco Canning Company, c. 1920s.  
 
 














Fig. 4.35. R. Wenkham, “Having Fun at a Hukilau,” promotional postcard for the Hawaiian Wax Museum, 





Fig. 4.36. R. Wenkham, ”Kamehameha V., Last Great Chief of Hawaii,” promotional postcard for the 
Hawaiian Wax Museum, c. 1960s.  
 
 







“I like old pictures, but they make me sad” 
 
 
Midway through John Dominis Holt’s Waimea Summer, Eben Dinwiddie, heir to 
the Stevenson Ranch, mentions to Mark Hull how, one day, he’d like to hang a set of 
portraits that are currently sequestered in a trunk in the little house built by his great-
great-grandfather. The following conversation ensues as Mark responds: 
 "I like old pictures, but they make me sad." 
"They should make you happy. They show what people looked like—what a place 
was like." 
"That's the trouble. They remind you that people die. That places fall apart, or 
burn down." 
"What's wrong with that?"417 
 
According to Eben, the act of serving as a reminder that “places fall apart, or burn down” 
is a perfectly acceptable function of art. He articulates a way of looking at the past that 
proves existentially troubling to Mark, as he dismisses the notion that the visualized past 
exists as memorial to elicit reverence and provide catharsis. Throughout Waimea 
Summer, Mark struggles as he comes to realize that the aesthetic contemplation of history 
might not necessarily produce a reassuring result, nor provide psychological relief from 
cultural trauma. The young hapa haole discovers that the process of dissecting the past is 
at once liberating and oppressive, fascinating and repelling, a source of joy and 
mourning. 
                                                        




 Through Mark Hull, John Dominis Holt articulated the contention that it is not the 
role of art, nor the prerogative of its consumers, to maintain the illusion of what Simon 
During has described as “joyful postcolonialism”—that is, a roundabout glorification of 
colonialism as a driver behind cultural fusion that post hoc celebrates previously 
suppressed Indigenous culture.418 As Stacy Kamehiro has similarly articulated in her 
reference to this “joyful postcolonialism,” the process of identifying points of resistance 
to imperialism must not draw attention away from the ultimate existence of profound 
differences in power. She explains: 
While indigenous or other subordinated peoples created ways to withstand 
authority and reorder local customs in passive and active ways, their cultures of 
resistance cannot be separated from cultures of dominance. National visual 
culture of the Kalākaua era, conditioned as it was by the mutual entanglement of 
diverse communities established in the kingdom, responded to the loss, violence, 
pain and death wrought through these interactions. Difficult choices faced the 
Hawaiian ali‘i as they negotiated paths to cultural survival and political 
sovereignty. 419 
 
To acknowledge that the fall of the monarchy was not necessarily “inevitable,” and that 
the Hawaiian ali‘i refused to accept it as such, does not preclude our ability to recall that 
the forces of colonialism which they struggled against were harsh.  
This dissertation has attempted to demonstrate that it was not just Mabel Craft’s 
Hawaii Nei that reads as an imperial palimpsest, but the body of objects that appear in 
this project as a whole; the material landscape of nineteenth-century Hawai‘i is one 
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layered with both imperial control and opposition. However, to underline Kalākaua’s or 
Emma’s resistance does not mean that we can simultaneously ignore the notion that 
Hawai‘i’s rulers found themselves at the forefront of an uphill battle in which they failed 
to preserve the Kingdom’s political independence. Thus, it is essential to recognize that 
the resistant contexts of many of the works that appear in this project quickly faded 
beneath a surface image of a romanticized colonial Hawai‘i.  
In this light, to interpret works such as Joseph Strong’s Japanese Laborers at 
Spreckelsville or A.A. Montano’s portraits of Queen Emma within the framework of 
resistance or critique is not an attempt to overlook the role that such works 
simultaneously played as agents of American imperialism. As discussed in Chapter Two, 
in the 1880s, virtually no extant commentary suggested that Strong’s painting was 
anything other than a celebration of a happy, smoothly functioning relationship between 
the United States, Hawai‘i and Japan, and it is only within the past few years that it has 
been otherwise interpreted. And in Emma’s portraits, we can see a figure who deftly 
juggled Native and foreign expectations of femininity and leadership while pushing back 
against American imperialism and pursuing her own chiefly lineage. At the same time, it 
is necessary to acknowledge the racialized hierarchy of the political and cultural order 
that Emma contended with as she attempted to model herself after Queen Victoria, a 
monarch whose privileges and power she could never enjoy as a non-white person. So 
too did the portrait of Emma with Albert’s christening cup appear in vocal celebrations of 
annexation and imperialism such as A.M. Church’s 1898 “new possessions” guidebook 




with explanatory text, the image of the Queen became an assault on the former King’s 
masculinity, as Church noted that as Kalākaua attempted to secure his kingship, he “came 
very near suffering defeat at the hands of a woman.” Emma, he argued, embodied 
Western culture, refinement, and education, compared to Kalākaua’s indolence and 
indulgence. And yet, he explained, “…sentiment seemed to declare that a woman could 
not fill the throne occupied for many generations by the wise Kamehamehas, and so the 
people elected Kalākaua in haste, repenting at leisure.420 Presented thus, Church’s volume 
occluded the resistant features of Emma’s portrait, twisting her pro-British, fervently 
anti-American point of view into yet another illustration of the supposed inevitability of 
annexation due to Native Hawaiian ignorance and unfitness for self-government. For the 
time being, resistant art had receded into docility.  
As such, as I have attempted to explicate the objects of this study, it is my hope 
that I have provided a vacillating lens on this untidy history. Ultimately, as I recognize 
my own position as yet another outsider looking in on Hawai‘i, I present this work with 
the eager certainty that my conclusions will be corrected by those with a deeper 
understanding than my own. This project belongs to a larger undertaking by numerous 
scholars who have only just begun to scratch the surface of the history of the Kingdom of 
Hawai‘i as they reframe the Western imaginings of the “toy kingdom.” Although casual 
visitors to Hawai‘i may still largely remain blithely unaware of the colonial legacy that 
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produced the vision of the enchanted isles of the American tourist industry, I hope that 
this project will play its own small part in reckoning with the imperial processes that led 






Fig. C.1. A.A. Montano’s portrait of Queen Emma, c. 1880-1881, as reproduced in A.M. Church, 
Picturesque Cuba, Porto Rico, Hawai‘i and the Philippines: a photographic panorama of our new 
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